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ABSTRACT
The thesis studies the role of the European modem architect, the Dutchman Willem 
Marinus Dudok, in the dissemination of certain aspects of the concepts of architectural 
modernism in Australia from 1930 to the mid-1950s, and examines the manner in 
which his works and ideas were actually transferred. The thesis establishes the 
significance of Dudok's role in the Australian architectural context.
An introductory discussion of European architectural modernism is presented so that 
Dudok's position can be understood in relation to it. This is followed by an 
examination of Dudok's professional life and architectural works. His buildings are 
analysed according to general principles and specific characteristics, all of which are 
illustrated by examples. Dudok's standing as an important modem architect is supported 
by a study of his relationship to European modern architecture, including prior and 
contemporary Dutch architecture. The connections between Dudok and Frank Lloyd 
Wright and their respective architectures are briefly investigated.
Australian modernism is discussed in broad terms to establish the cultural context 
within which modem architecture evolved in that country. The development of modem 
architecture is described by examining the architectural debate conducted at the time of 
its emergence, and by an analysis of modern buildings. Architects, from both the public 
and private sectors, whose buildings demonstrate an understanding of the principles and
Il l
practice of modern architecture are identified and their work is examined for any 
evidence of Dudok's intluence.
The thesis also examines the vehicles through which such Australian architects became 
aware of Dudok's architecture and demonstrates that these were many and diverse. 
Three significant means are identified: first, photographs of Dudok's architecture and 
articles about it in Australian and overseas professional and popular journals; second, 
the experiences of those Australian architects who travelled to the Netherlands 
specifically to look at Dudok's architecture; third, the awareness of his work that 
existed among Australian architects working in the United Kingdom. Of particular note 
was the role of the Architectural Association in London in informing Australian 
architects about Dudok.
This thesis suggests that many modem buildings designed and built in Australia during 
the period 1930 to the mid-1950s displayed characteristics in their built form that can 
be directly sourced to Dudok's architecture. It concludes that Dudok had a widespread 
influence on modern buildings in Australia during the 1930s and 1940s, and his 
intluence remains evident in occasional buildings designed during the early 1950s.
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1CHAPTER ONE 
INTRODUCTION
Willem Marinus Dudok [111. I ] 1 was a significant modem Dutch architect. He was a 
self-taught architect who had first trained as a military engineer in the Netherlands 
army. 1909 marks the beginning of a most distinguished public sector career, with 
the construction of two of his early designs, the Fort Buildings at Uithoom 
1909-1910, and Dwellings for Military Veterans at Den Helder 1909 -1912. From 
1913-1915, whilst engaged as an engineer, he was appointed Deputy Director of 
Public Works at Leiden, and also undertook private commissions. In 1915 his 
association with Hilversum, a small provincial town twenty kilometres south of 
Amsterdam, began when he was appointed Director of Public Works. In 1928 he 
became Municipal Architect, a position he held until 1954. This appointment 
enabled him to continue with his design proposals for the Hilversum Town Hall 
[111. 2], which he commenced in 1915 and was the start of a long drawn out design 
and building process and for which he did many sketches and reference schemes [HI. 
21]. It was first officially used in July 19312 and was to become his most admired 
building.
Dudok was the most honoured Dutch architect of the mid-twentieth century. It was 
not only in Australia that architects considered him a "good architect"3, in many
! [ DI. 1] etc. refer to illustration numbers.
2 Herman van Bergeijk and Paul Meurs, Town Hall - Hilversum - W.M. Dudok (Naarden: V+K 
Publishing/ Immerc, 1995) p. 26. English text.
3 Interview with Charles Weatherbum, former N S W. Government architect, by C. Hardwick, 
Sydney, September 1996.
2countries he achieved recognition, receiving the Gold Medal of the Royal Institute of 
British Architects in 1935, the Gold Medal from the American Institute of Architects 
in 1955, and Gold Medal from the French Academy in 1966.4 Although Dudok's 
influence was evident in many buildings and in many countries, four well known 
examples are the Cachan-sur-Seine Town Hall, in France, 1934, designed by J.B. 
Mathon and J. Cholet, which won the Bronze Medal of the Royal institute of British 
Architects in 1935; the Rugen School at Glenview, Illinois, United States of 
America, 1942,3 and the Lecol Factory and the First Electric Corporation of South 
Africa 6 It is not the intention of this thesis to examine Dudok's international 
influence but merely to note it. The exception to this is those examples of modem 
English architecture which displayed marked Dudok characteristics and which made 
a significant impact. These are discussed in this thesis due to their important 
influence on Australian architects.
The primary aim of this thesis is to study the role of a specific European modem 
architect, W. M. Dudok, in the dissemination of modem architecture in Australia, 
from 1930 to the mid-1950s, and to determine how Australian architects became 
aware of modernism and in particular Dudok's ideas and work. The thesis also 
examines which elements of his work were retained, which were rejected and which 
were transformed. A major aim of this thesis is to demonstrate the extent to which 
Dudok's buildings are recognisable as a design source drawn upon by Australian
4 Dudok was first proposed to receive the Gold Medal of the American Institute of Architects in 
1936, as was Eliel Saarinen; but that year the award was given to Paul Cret. Richard Wilson, The 
AIA Gold Medal (New York: McGraw Hill, 1984), pp. 26; 77.
5 See also Donald Langmead, Willem Marinus Dudok: A Dutch Modernist, A Bio-Bibliography 
(Westport: Greenwood Press, 1996), p. 35, who cites several buildings in different countries, all 
exhibiting a Dudok influence.
0 "Factory Buildings in South Africa," Architecture, August 1947, p. 19. Photographs o f buildings 
reproduced from South African Architectural Record.
3architects from the early 1930s to the mid-1950s. There has been no previous major 
study analysing Dudok's position in the context of modem architecture in Australia.
A further aim of this thesis is to identity those architects who displayed Dudok's 
influence in their work and who adopted modernism into their practice. The 
examples of architectural practices investigated in this thesis are drawn from both 
the private and public sectors.
Dudok was a public sector architect who had a close working relationship with the 
Hilversum Council dealing directly with the Council manager and executive 
committee. In the controversy surrounding the design of the Hilversum Town Hall, 
the Hilversum Council thought Dudok "had proved himself as a competent 
architect"7 whereas the Dutch Architects Institute did not offer such support and 
thought that "works as the town hall should be designed and supervised by highly 
qualified independent architects."8
It has already been suggested by some Australian architectural writers that Dudok’s 
buildings were one of the sources for the design and details of many Australian 
modem buildings. Howard Tanner described the significant early modernist work of 
the Melbourne practice Mewton and Grounds, as typical of Australian imitations of 
overseas architecture. He claimed that "they mimicked Dudok and the Bauhaus".9
7 Herman van Bergeijk and Paul Meurs, op. cit., p. 13.
8 Ibid.
9 Howard Tanner, "Stylistic Influences on Australian Architecture. Selective Simplification, 
1868-1934," Architecture in Australia, April 1974, p. 60. Tanner is a Sydney based architect, 
whose practice specialises in conservation; an architectural writer; and was Chair o f the Heritage 
Council o f New South Wales from 1993 to 1996 and Deputy Chair from 1996.
4Robin Boyd mentioned Dudok as an example of the "ad hoc" manner in which 
Australian architects adopted overseas models for their design influence.10 Jennifer 
Taylor, discussing pre-war architectural modernism in her prelude to Australian 
Architecture Since I960, suggests that Dudok was the dominant influence on 
Australian early modem buildings, and claimed that "the source of Australian 
modernism tended to be the brick buildings of W.M. Dudok in Holland".11
In A Pictorial Guide to Identifying Australian Architecture, the authors, Richard 
Apperly, Robert Irving and Peter Reynolds define "Inter-War Functionalist" as 
"European modem architecture of the 1920s and 1930s emphasising 'functionalism', 
'clean lines' and complete dissociation from styles of the past", and attribute the 
influence to Willem Dudok, Le Corbusier, Eric Mendelsohn, and the Bauhaus.12 
There were certainly other major influences on the development of modem 
architecture in Australia during the 1930s and 1940s. From Scandinavia, for 
example, Alvar Aalto, Ragnar Ostberg and Erik Gunnar Asplund all provided 
important sources of inspiration to Australian architects. American modem 
architects including Eliel and Eero Saarinen, also contributed significantly to the 
development of modem architecture in Australia.13 Modem American building 
technology was a notable influence, especially where it was applied to structure and 
services and the high rise office building.
10 Robin Boyd, Australia's Home (Melbourne: Penguin Books, 1968), p. 194.
11 Jennifer Taylor, Australian Architecture Since 1960 (Canberra: The Royal Australian Institute o f  
Architects, 1990), p. 12.
12 Richard Apperly, Robert Irving and Peter Reynolds, A Pictorial Guide to Identifying Australian 
Architecture (Sydney: Angus and Robertson, 1989) p. 187.
Ibid.13
5Australian modern architecture occurred within a context o f established styles. One 
o f the most influential of these was Georgian Revival, which exerted an influence 
characterised by well proportioned simplified designs.14 William Hardy Wilson in 
New South Wales was one o f the main exponents. New directions in the first two 
decades o f the twentieth century included the development of the bungalow as 
notably demonstrated in the work of Alexander Jolly in New South Wales, and the 
Mediterranean style illustrated, for example, by the architecture and the teachings of 
Leslie Wilkinson in New South Wales,15 and the Mediterranean style houses o f  
Marshall Clifton and Reginald Summerhayes in Perth,16 also had widespread 
influence.
SCOPE OF THESIS 
Time Frame
As mentioned the period under examination is from 1930 to the mid-1950s. The 
post-1929 Depression was a pivotal point in the development of this period of 
Australian architecture. Building activity started to decline in the late 1920s and by 
1931-32 had reached a low point: the output of the industry was at a level twenty 
per-cent below what it had been nearly a decade earlier.17 It was not until 1933-1934
14 An example of this is the Orient Line Building, Sydney, 1940, designed by architect Brian 
OHorke in association with Fowell and McConnel. See Roy Lumby thesis " An Architecture of 
Business: Sydney’s Office Buildings of the 1920s and 1930s.” M. Architecture, Sydney 
University, 1996, pp. 207-8; and Andrew Metcalf, Architecture in Transition: The Sulman Award 
1933-1996 (Sydney: Historic Houses Trust, 1997).
15 Leslie Wilkinson was appointed the first Professor of Architecture at Sydney University in 1918. 
Raymond McGrath included Greenway at Vaucluse, Sydney, designed by Wilkinson in 1922 in 
his book Twentieth Century Houses (London: Faber & Faber, 1934), p. 63, illustrated by a plan 
and north elevation. The other Australian house selected by McGrath was an example of a simple 
Mediterranean influenced design exhibiting functional planning, A House at Wahroonga, Sydney, 
1928, designed by Wardell, Moore and Dowling. Raymond Me Grath, op. cit., pp. 67; 107.
16 See Duncan Richards, "The Spanish Scene. Some 30s Houses of Marshall Clifton (1903-1975): 
Doing The Right Thing - A Critique o f Modernism, " Paper given at SAHANZ Perth, April 1988, 
for an account of Reginald Summerhayes and Marshall Clifton's houses in Western Australia.
17 Peter Spearitt in Sydney Since The Twenties (Sydney: Hale and Iremonger, 1978), p. 27, cites C.
6that the number of building projects noticeably increased. Many Australian 
architects travelled overseas to seek work during the Depression.18 This experience 
introduced modernism and Dudok's architecture to many of them, such as Arthur 
Baldwinson from Geelong, Victoria. The influences on Baldwinson's work included 
American as well as European modernism, and in this he was typical of many 
architects of this time. Many of the travelling architects who returned to Australia 
became engaged in the professional debates over modem architecture.
This thesis establishes that Dudok's architecture was one of the acceptable sources 
for the numerous examples of modem architecture erected in Australia during the 
period under examination. MacRobertson Girls' High School, Melbourne [III. 3], 
designed in 1933 by Norman Seabrook, was the winning entry in a design 
competition for the school and it placed modem architecture firmly in the public 
view. It was the first significant public building in Australia to display the direct 
influence of Dudok. At the end of the decade, Australia's participation in World War 
II from 1939 to 1945 put emergency constraints on building activity, and post World 
War II restrictions on building materials constrained building volumes and 
decoration. The power stations and associated buildings designed in the late 1940s 
to mid-1950s for the Brisbane City Council [111. 4] by the City Architect, Frank 
Costello, were amongst the last buildings to exhibit a Dudok influence during this 
penod. Although modernism became the mainstream architectural style post-1945,
B. Schedvin "Building and the Trade Cycle in Australian Cities between the Wars", 35th 
ANZAAS conference, Brisbane 1961, roneo, index of new building in Sydney, 1919 to 1932: for 
example, 1922 - 71 new buildings, 1927 - 106 new buildings, 1932 - 6 new buildings.
8 David Saunders, "So I Decided to go Overseas," Architecture Australia, February- March, 1977, 
pp. 22-28. Saunders estimated that approximately twenty per cent of the profession was away at 
the one time.
7there was little direct evidence of Dudok's influence on architecture in Australia 
after the mid-1950s.
Buildings
The Australian building types researched for this thesis were drawn from both the 
public and private sectors. Public sector buildings investigated in this thesis were 
designed by the responsible departments for all three tiers of Australian government: 
commonwealth, state and local. Dudok, during his long period as a public sector 
architect at Hilversum, was responsible for the design of a rich array of public 
buildings in addition to the Hilversum Town Hall, twenty seven schools, twenty four 
municipal housing complexes, two cemeteries, an abattoir and other public 
buildings. In addition he received a range of private building design commissions 
This thesis aims to establish the range of Australian building types discemibly 
influenced by Dudok's work.
Location
There were no geographical limitations imposed on the selection of Australian 
modem buildings in support of this thesis. Since a greater number of examples were 
constructed in New South Wales, Victoria and Queensland, more buildings from 
these states are discussed, in proportion to examples drawn from Western Australia,
Tasmania and South Australia.
8METHODOLOGY 
Case Study
As already stated, the main aim of the thesis is to study the place of Dudok in the 
context of the dissemination of modem architecture in Australia, and to assess the 
means by which this was accomplished.
Research Methods
Research for this thesis was conducted in the Netherlands, the United Kingdom and 
Australia. Research methods included: a search of the literature, in which both 
Australian and overseas professional and popular journals were found to be of 
particular interest; interviews with architects in the Netherlands, the United 
Kingdom and Australia; archival research, including architects' diaries, letters, and 
architectural drawings; site visits to buildings in Australia, the Netherlands and the 
United Kingdom; and the photographing of many of these.
The Netherlands
Research activity was undertaken in the Netherlands in 1990 at Amsterdam, 
Hilversum, Delft, and The Hague. Whilst in Hilversum, contact was established with 
the Stichting Dudok (Dudok Foundation). Time was spent visiting Dudok's buildings 
and housing schemes, photographing them and taking notes, presumably in much the 
same manner as the Australian architects considered in this study did approximately 
fifty five years ago. Permission to examine some interiors such as those of the 
Hilversum Town Hall and the Vondel school was also obtained. Through these
9activities an understanding of the context of Dudok's buddings in the built and social 
environment was gained.
Archival Research
Archival research was undertaken in the Netherlands at several different institutions. 
Relevant articles and documents most of which were in Dutch, were photocopied. 
Since the author does not speak Dutch a selection was made of the most important 
and useful articles for translation into Lnglish. fhe choice of articles to be translated 
was made on the advice and the assistance of an informed Dutch speaker.14 Other 
articles were translated later in Australia.211
The most comprehensive Dudok holdings, including drawings, correspondence, 
photographs, and written records of Dudok's lectures, were found at the Stichting 
Nederfandse Tnstituut voor Architectuur en Stedbouw (The Netherlands institute of 
Architects).21 During research at the Nederlands Architectuur Instituut, two direct 
references to Australia from the period under review were identified. The card of the 
Geelong architect John Buchan, of Buchan and Laird, was amongst Dudok's 
personal papers;22 and the second was a letter from Dudok to Kenzo Tange 
congratulating him on the publication of the monograph on him in the 1962 Makers 
of Contemporary Architecture series and praising the monograph's author Robin
10 Ms. Sue Donelly, an Australian architect working in Amsterdam, was most helpful in the selection 
of Dutch arti cles to be translated into Engl ish Their selection by C Hardwick was based on an 
analysis of Dudok's buildings and appraisal of his work and those which provided important 
biographical material on Dudok from summarized translations by Ms. Donnelly.
20 Translations of articles were made in Sydney by Ragbir Singh.
21 The Stichting Nederlands Instituut voor Architectuur en Stedbouw Instituut, visited for this 
research was located in Amsterdam, it has since relocated to Rotterdam.
22 Ewen Laird, who worked in the same practice as John Buchan in Geelong, claimed that Buchan 
visited Dudok only because Laird had suggested he should go to ffilversum. Interview with Ewen 
Laird, by C. Hardwick, Geelong, August 1991.
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Boyd.23
Algemeen Rijksarchief (the National General Archive) in The Hague did not contain 
a specific collection of Dudok material, but did have some photographs, 
professional documents and journal articles. The Rijksbureau voor Kunsthistorische 
Documentatie (National Office for the Documentation of Art History) in The Hague 
contained some literary sources, journals and books. The Faculteir der Bouwkunde 
Bibliotheek, Delft Technische Universiteit (The Library of the Faculty of 
Architecture, Delft University of Technology) in Delft provided a thorough and 
accessible catalogue of articles by and about Dudok. The archival material of the 
Stichting Dudok in Hilversum was also examined and the president, Robert Magnee, 
who was once Dudok's sole assistant and later partner, was interviewed.
London
In London, library and archival research was carried out at the Royal Institute of 
British Architects (R I B. A.) and at the Architectural Association. The R.I.B.A. 
library had entries on books, journals and articles relating to Dudok, and a file which 
contained letters sent to the library concerning him. This library also had a large 
photographic book on the De Bijenkorf Department Store in Rotterdam, designed by 
Dudok in 1929. Their files on English architectural practices, identified in this thesis 
as having a connection with Dudok’s work, in particular those of Sir John Burnet, 
Tait and Lome, provided chronological lists of their projects. Unfortunately, archival 
material at the Architectural Association was not accessible because it was
23 Robin Boyd, Kenzo Tange (New York. Braziller, 1962).
uncatalogued and in storage. However, a search of material within the general 
library holdings was carried out producing some useful reports.
Visits were made to London buildings notably influenced by Dudok, such as the 
Royal Masonic Hospital, Ravenscourt Park, 1930 to 1932, designed by of Sir John 
Burnet Tait and Lome, and Amos Grove Station, 1932, designed by Charles Holden 
and the architectural drawings of these buildings were viewed.
Australia
Sources of possible direct influence were investigated. Firstly, architects who were 
known to have had a connection with Dudok's architecture were interviewed. For 
example, as a result of finding the calling card of John Buchan in the Netherlands 
Institute of Architects' Dudok archive, Buchan was interviewed. Secondly, after an 
analysis of building form where influence seemed likely, architects responsible, such 
as Samuel Lipson of Sydney, were interviewed. Buildings were viewed and 
photographed in Sydney, Adelaide, Melbourne, Perth and Geelong. In Geelong, the 
architect Ewen Laird was interviewed. In Geelong, modem buildings were visited, 
as were the archives of the Geelong Historical Records Centre. Unfortunately the 
relevant archival and library material of state Public Works Departments in 
Melbourne and Perth had been dispersed but the New South Wales holdings were 
intact.
Individual buildings were selected initially by a search which included literary 
sources, photographs, architectural drawings, and by conducting interviews.
11
12
Additional selection criteria included analysis of the buildings' form, detailing and 
constituent materials. Two individual buildings and one building complex designed 
by Australian architects were selected as detailed case studies to document and 
demonstrate the evidence of Dudok's influence through example. Specific research 
undertaken included that related to the social, historical, and political context 
appropnate to each case study.
Existing Research
Amongst the research material available for this period of Australian architecture, 
the most useful were two research projects conducted in New South Wales. These 
were both concerned with a similar time period: Richard Apperly's 1973 M. Arch, 
thesis "Sydney Houses 1914-1939"24 and Architects o f the Middle Third, edited by 
Paul-Alan Johnson and Susan Lome-Johnson, 1994-96.25
During 1967 and as part of his research, Apperly conducted a survey which took the 
form of a written questionnaire and was distributed amongst members of the 
N.S.W. Chapter of the Royal Australian Institute of Architects (R.A.I.A.) who were 
admitted as associates before 1939. The replies of fifty architects who were 
practising in the period between World War I and World War II formed the basis of 
the results. In his questionnaire, Apperly asked, "Before W.W. II were there any 
overseas architects whose work you particularly admired?" The architects
24 Richard Apperly, "Sydney Houses 1914-1939" (unpublished M. Architecture thesis, University o f  
New South Wales, Sydney, 1973).
25 Paul-Alan Johnson and Susan Lome-Johnson, (eds), Architects o f the Middle Third: Interviews 
with New South Wales architects who commenced practice in the 1930s and 1940s (Kensington, 
N S W: School o f Architecture, University o f New South Wales), 3 Volumes, 1: 1994; 2: 1995; 
3: 1996. Forthcoming volumes 1998.
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nominated by the respondents were European, English and American. Dudok was 
the third most influential, after Frank Lloyd Wright and Walter Gropius.26
Concurrent with the research made for this thesis, an oral history project was 
conducted by Paul-Alan Johnson and Susan Lome-Johnson in the Faculty of 
Architecture at the University of New South Wales, under an ARC research grant, 
from 1990 to 1996, entitled Architects o f the Middle Third. This project recorded 
interviews with architects who were practising in New South Wales during the 
period 1935 to 1965. From the interviews completed by 1994, several architects 
nominated Dudok as their main influence. The Johnsons' interviews covered a wide 
range of discussion topics, providing not only background material for 
understanding the period but also specific references to architects such as Charles 
Weatherbum, who nominated Dudok as an influence. Seven of the architects, who 
were interviewed by the Johnsons, were also interviewed for the present thesis.
The Papers of the 1993 Conference of the Society of Architectural Historians 
Australia and New Zealand, Nuts and Bolts, or Berries, Early Modernist 
Architecture in Australia, provided a substantial body of research on modernist 
architecture in Australia.27 Papers of most interest for this thesis were: "Joy in 
Colour: Absentee Impressions of Dudok's Architecture" by Donald Langmead; "Best
2t> Richard Apperly, "Sydney Houses 1914-1939" op. cit., p. 329. In the responses to this question, 
Frank Lloyd Wright received 15 nominations, Walter Gropius 11, Willem Dudok 8, Richard 
Neutra 5, Tecton 5, Eric Mendelsohn 4, Le Corbusier 4, Sir Giles Gilbert Scott 4, Lutyens 3, 
McKim Meade and White 3, Marcel Breuer 3, Mies Van der Rohe 3. Surprisingly, Alvar Aalto 
received only 1 vote as did Adolf Loos and Ragnar Ostberg. However, Richard Apperly did note 
that "he suspected that the memories o f those questioned certainly may have drifted into the post 
W W. 11 years", p. 329.
27 Ian Kelly (ed), Nuts, Bolts, or Berries: Early Modernist Architecture in Australia Papers and 
Proceedings o f 1993 Annual Conference o f S.A.H.A.N.Z.
Overend: Pioneer Modemist in Melbourne" by Philip Goad; and "Holding or 
Dispersing Interest: Attitudes to the Built Surface in the 1930s Work of Emil 
Sodersten and Sydney Ancher" by Kristine Sodersten.
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LITERA TV RE REVIEW
Literature sources examined for this thesis were Australian and international 
architectural journals, books, and exhibition catalogues. The Australian journals 
were an important source for discussion about modernism, and for photographs of 
modem buildings. The text and photographs of Dudok's work in the Australian 
journals were key points in determining when the first documentation of modernism 
and Dudok occurred in Australian journals. These included the professional 
journals: Architecture and the Journal of the Royal Victorian Institute of Architects, 
the popular journals Decoration and Glass, Australian Home Beautiful, The Home, 
The Salon, Art in Australia, Building, and Building and Construction. Of 
particular importance was the journal Architecture, which documented the reports of 
the New South Wales Board of Architects Australian Medallion and Travelling 
Scholarship holders, providing details of their travels and the buildings they visited 
on the Continent and especially in the Netherlands, and Hilversum in particular. In 
1935 The Australian Home Beautiful led a debate on modernism and its suitability 
for Australia and this provided a critical forum for discussion amongst architects and 
general readers. Decoration and Glass, edited by the Sydney architect Donald 
Watson, openly supported modernism with photographs of modem buildings both in
Australia and overseas.
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The overseas journals in English researched were: Architectural Review, Architects' 
Journal and Architectural Association Journal published in England, Architectural 
Record, Architectural Forum and Pencil Points published in America.
Contemporary Dutch journals containing references and photographs of 
Dudok's architecture were researched, such as Bouwen and Bouwkundig Weekblad, 
and it is these which contain the most information about him and his buildings. 
Wendingen, which called itself an illustrated magazine of the arts of architectura et 
amicitia, was closely associated with the Amsterdam School and was published in 
Holland from 1918 to 1931. Hendrik Theodore Wijdeveld was the leading force and 
chief editor, Dudok was a member of its editorial committee from 1924 to 1927.28 
Four issues which were published during the period from 1924 to 193029 were 
primarily devoted to Dudok's architecture. These beautifully produced magazines 
provided excellent source material.
Dudok wrote little about architecture, believing that buildings should speak for 
themselves. For an architect of his significance, he has been the subject of only a 
few books. Until recently Willem M. Dudok, edited by Robert Magnee (1954), was 
the only English language book on Dudok.30 and is still the most accessible work 
about Dudok. It includes essays by his contemporaries, quotations from Dudok, and 
black and white illustrations, photographs and architectural drawings. This book has 
subsequently provided source material for other publications. In recent years 
there have been several publications on Dudok, underscoring a revival of interest in
28 Wendingen1's initial editorial committee was: J.G. Boterenbrood, H.A. Van Den Eijnde, J.F. Staal, 
P.L. Kramer, J.L.M. Lauweriks, J.B. Van Loghem, R. N. Roland Holst. Dudok was on the 
editorial committee from 1924 to 1927.
29 Wendingen 1924, Vol. I, No. 8, 1927, Vol. VIII, No. 2; 1930, Vol. XI, N o s 11& 12 and 1930, 
Vol. VIII.
30 Robert Magnee (ed ), Willem M. Dudok (Amsterdam: G.van Saane " lectura architectonic”, 1954)
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his work.
Two exhibition catalogues were particularly informative. The first, W.M.
Dudok 1884-1974,31 published in 1980 for a Dutch touring exhibition of Dudok’s 
architecture, gave a most comprehensive coverage of Dudok's work. The second, 
Dudok: Arquitecto de Hilversum 1884-1974,32 accompanied an exhibition of 
Dudok's work in Madrid in 1988. Published in Spanish it contains many good 
colour illustrations. In 1984 the Hilversum Information Bureau published a brochure 
on Dudok including a location map of his buildings in Hilversum and short essays.
It was translated into English in 1986 and entitled 75 x Dudok33 In 1995 a major 
work was published in Holland by Herman van Bergeijk entitled Willem Marinus 
Dudok: Architect-stedebouwkundige 1884-1974.u The book consists of a 
critical review of Dudok's work, and a chronological overview of his entire oeuvre.
It is the most comprehensive work to date from the Netherlands and includes 
reproductions of many previously unpublished drawings. In the same year, van 
Bergeijk and Paul Meurs published a small book on the Hilversum Town Hall which 
also appeared in an English edition: Town Hall - Hilversum - W.M. Dudok.*5 
Illustrated with several photographs, it presents an essay on the original Town Hall
and another appraising its restoration, a project which commenced in 1984 and
31 Max Cramer, Hans van Grieken and Heleen Pronk, W.M. Dudok 1884-1974 (Amsterdam: 
Stichting Architectuur Museum, 1980). Most o f the catalogue is in Dutch although an English 
summary was included.
32 Dudok: Arquitecto de Hilversum 1884-1974 (Madrid: 1988). The catalogue in Spanish was for an 
exhibition in Madrid arranged in conjunction with the Dudok Foundation, Hilversum, and 
includes essays by the three principals o f the Foundation. Robert Magnee, "Dudok: Organizer o f  
Spaces"; Pieter van Dijk, "The Legacy o f Dudok" and S. Faber "History o f Hilversum". The text 
o f the catalogue was translated in Sydney by Gerónimo Arias.
33 75 x Dudok (Hilversum. 1986).
34 Herman van Bergeijk, Willem Marinus Dudok : Architect-stedebouwkundige (Naarden: V+K 
Publishing/Immerc, 1995). Sections for translation into English were chosen on the following 
basis: descriptions o f buildings included in discussion in the thesis, and parts o f  chapters that 
provided new insights into Dudok's work. Translation was in Sydney by Bill Ragbir Singh.
35 Herman van Bergeijk and Paul Meurs, Town Hall - Hilversum - W.M. Dudok op. cit.
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spanned a decade. In 1996 the catalogue of an exhibition held for the Dudok 
Manifestatie, W.M. Dudok: Compomist van architectuur was published36 Donald 
Langmead's book Willem Marinus Dudok, A Dutch Modernist, A Bio-Bibliography 
was published in 1996.37 This provides a fully comprehensive annotated 
bibliography of the international literature on Dudok, a chronological list of his 
work and an evaluation o f his work. Of the books on Dutch modem architecture 
which embrace Dudok's work, Giovanni Fanelli's Architettura moderna in Olanda 
presents a sophisticated view of Dudok's architecture in the context o f Dutch 
modernism.38
There have been few books published on Australian architectural modernism. From 
the mid-modem period, Robin Boyd's Victorian Modern: One Hundred and Eleven 
Years o f  Modern Architecture in Victoria, published in 1947, and Australia's Home, 
published in 1952, provide Boyd's view of some aspects of modem architecture. 
Donald Leslie Johnson's Australian Architecture 1901-1951 Sources o f  Modernism, 
published in 1980 is an important book which proposes a wide range of sources for 
architectural modernism of this period.39 The last six chapters of Architects o f
36 Herman van Bergeijk, W.M. Dudok: Componist van architectuur, (Bussum: V+K 
Publishing/lmmerc, 1996). This catalogue is out of print and is not available in the Netherlands, 
nor is it held in any public library in Australia.
37 Donald Langmead, Willem Marinus Dudok, A Dutch Modernist, A Bio-Bibliography op. cit. The 
book consists of four main parts. The first part, "Dudok: An Evaluation", provides a brief 
biography of Dudok and discusses his architectural career in the context of the history of the 
development of architectural modernism in The Netherlands. Langmead emphasises the 
relationship of Frank Lloyd Wright to the main architects and groups in the history of Dutch 
modernism. The second part is an annotated bibliography of the international literature, including 
Australian entries for articles mentioning Dudok. The third is a guide to the major archival 
sources in The Netherlands. The fourth is a list of Dudok's works which Langmead has drawn 
from five principal publications, Magnee (ed), Willem M. Dudok, Amsterdam, 1954; Fanelli, 
M odeme Architectuur in Nederland, The Hague: 1978; Cramer et al., W.M. Dudok 1884-1974, 
Amsterdam. 1980; 75 maal Dudok WAversam. 1984; and Herman van Bergeijk, Willem M arinus 
Dudok, Naarden: 1995.
38 Giovanni Fanelli, Architettura moderna in Olanda 1900-1940, (Florence: Marchi and Bertolli,
1968).
39 Robin Boyd, Victorian M odem: 111 Years o f M odem Architecture in the State o f Victoria, 
Australia. (Melbourne: Victorian Architectural Students Society, 1947). Robin Boyd, Australia's 
Home, its Origins, Builders and Occupiers (Melbourne: Melbourne University Press, 1952).
Australia edited by Howard Tanner are informative on individual architects and 
architectural practices which were relevant to the study period and the one prior to 
it.40 There are several books on individual architects o f this period, including 
The Architecture o f  Walter Burley Griffin by Donald Leslie Johnson41 and Leslie 
Wilkinson A Practical Idealist by Max Dupain, Peter Johnson, George Molnar and 
David Wilkinson,42 and the most important monograph for this study Peter Webber's 
E.H. Rembert: The Life and Work o f the Sydney Architect.43 The architectural 
period prior to modernism has received greater attention from writers than 
modernism. There have been several books published on the Federation period,44 
of these Trevor Howells and Michael Nicholson's Towards the Dawn: Federation 
Architecture in Australia 1890- 191545 presents the most complete view with a 
national survey of Federation architecture. Graeme Butler's The Californian 
Bungalow in Australia4*' provides a detailed account o f this architectural style of 
during 1915-1930.
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Donald Leslie Johnson, Australian Architecture 1901-1951 Sources o f Modernism (Sydney: 
Sydney University Press, 1980).
40 Howard Tanner (ed), Architects o f Australia ( South Melbourne: The Macmillan Company of 
Australia, 1981). The relevant chapters are Chapter 10- J. M. Freeland, "John Horbury Hunt", 
Chapter 11- Neville H. Lund, "Robin Dods", Chapter 12- Philip C ox," William Hardy Wilson", 
Chapter 13- Donald Leslie Johnson, "Walter Burley Griffin", Chapter 14- Ian Stapleton and 
Maisy Stapleton "C. Bruce Dellit and Emil Sodersten", and Chapter 15- Conrad Hamann, "Roy 
Grounds, Frederick Romberg and Robin Boyd".
41 Donald Leslie Johnson, The Architecture o f Walter Burley Griffin (South Melbourne: Macmillan 
Co. of Australia, 1977).
42 Max Dupain, Peter Johnson, George Molnar and David Wilkinson, Leslie Wilkinson: A Practical 
Idealist (Sydney: Valadon Publishing, 1982).
43 Geoffrey Peter Webber, E.H. Rembert: The Life and Work o f the Sydney Architect (Sydney: 
Sydney University, 1982).
44 See Hugh Fraser and Ray Joyce, The Federation House: Australia's Own Style (Dee Why,
Sydney: Lansdowne Press, 1989); Hugh Fraser, Getting the Details Right: Restoring Australian 
Houses 1890s - 1920s (Glebe, Sydney: Flannel Flower Press, 1989): Ian Evans, The Federation 
House: A Restoration Guide (Glebe, Sydney: Flannel Flower Press, 1986).
45 Trevor Howells and Michael Nicholson, Towards the Dawn: Federation Architecture in Australia 
1890 -1915 (Sydney: Hale & Iremonger, 1989).
46 Graeme Butler, The Californian Bungalow in Australia: Origins, Revival, Source Ideas fo r  
Restoration (Melbourne: Lothian Press, 1992).
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STRUCTURE
The thesis is divided into eight chapters. Modem architecture in Europe is discussed 
in Chapter Two to establish the context and position of Dudok's architecture. 
European Modernism is such a well documented area of architectural history, this 
thesis limits the discussion to definitions of terminology, modernism’s theoretical, 
social and political stances, and a discussion of the built form. A consistent 
framework has been adopted throughout the thesis to discuss the built form of 
buildings under seven subheadings, site planning, architectural planning, massing, 
whole/detail, solidity/transparency, materials, and colour. These constructs are used 
to discuss European modem architecture, Dudok's architecture, and Australian 
modem architecture. This chapter defines modernism in an inclusive manner.
Chapter Three focuses on Dudok, detailing his professional life and highlighting his 
importance as a town planner and his emphasis upon the interrelatedness of his 
architecture and town planning. His attitude to architectural modernism is examined 
by discussing his theoretical, social and political approaches to modernism. To 
understand Dudok in the context of Dutch modem architecture, the work of 
architects who preceded him is discussed. This includes the seminal role of Berlage, 
described as "the leader of a whole generation"47 Contemporary modem Dutch 
architecture, especially the Amsterdam School, De Stijl and Functionalism is also 
considered.48 This chapter also explores the significant relationship between Frank 
Lloyd Wright and modem Dutch architecture, and in this instance the architecture of 
Dudok. However, this is a critical and controversial area which warrants more
47 Henry-Russell Hitchcock, Modem Architecture: Romanticism and Reintegration (New York: 
Hacker Books, 1970), pp. 119-128.
48 "Obituary", R.I.B.A. Journal, Sept. 1934. p. 535.
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discussion than this thesis allows. Two Australian architectural historians, Donald 
Leslie Johnson and Donald Langmead have contributed to this subject in their 
writings.49 A brief discussion of the dominant building types which Dudok designed 
is followed by an analysis of the built form of his architecture, examining his 
approach in the same manner as outlined above for European modem architecture.
Chapter Four which examines modernism in Australia, commences by discussing 
many aspects of modernism in Australia to present the cultural context in which the 
architectural idiom developed. For example, the relationship between modernism 
and nationalism is examined, along with the role of writers, painters, local popular 
culture, and the infiltration of American culture and politics. Modernisation of 
Australia is traced through industrialisation, and the development of new materials 
and technologies: steel, reinforced concrete, bricks, glass and préfabrication. The 
latter part of Chapter Four concentrates on architectural modernism in Australia and 
the context in which it developed is analysed further through a discussion of the 
preceding architectural period and the contemporary architectural debate. The 
chapter presents an overall view of architectural modernism in Australia, discussed 
through a study of the main building types, and the work of selected architects both 
from the public and private sectors who practised architectural modernism in 
Australia during the period. The architects were selected by one of the three criteria: 
either their practices demonstrated a commitment to the modem, or they designed
49 Donald Leslie Johnson, Wright Vs America, (Cambridge, Massachusetts: 1990). This book 
discusses Wright during the 1920s and early 1930s, including his influence on modem Dutch 
architects including Dudok. Donald Langmead and Donald Leslie Johnson, Makers o f 20th 
Century Modem Architecture (Westport: Greenwood, forthcoming).
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several buildings that illustrated Dudok's influence, or they designed a significant 
single building that displayed his influence.
Chapter Five examines in detail how Dudok's architecture came to be known by 
Australian architects, and establishes a firmly documented body of material in place 
of what has previously been conjecture in other studies. Several ways and means 
have been investigated: text, photographs and illustrations in Australian and 
overseas journals; lectures; exhibitions; architectural education; and self education 
undertaken by architectural students through informal discussion and by overseas 
travel. This last method in particular, is revealed as making a significant 
contribution to their awareness of Dudok. Indeed, travel and work overseas, most 
especially in the United Kingdom, were important and pivotal undertakings by 
architects of the time.
In addition, modem English architecture made an indirect contribution to this 
awareness. It shared a similar position to that in Australia, since it was represented 
generally by examples whose main ideas had originated elsewhere. Because Dudok 
played such a significant role in the development of modem architecture in England, 
Australian architects working there were bound to become aware of his architecture.
Chapter Six presents three case studies to exemplify the dissemination and 
transference of Dudok’s influence. The first is the George Laird House, Geelong, 
Victoria, 1935; the second, MacRobertson Girls' High School, Melbourne, 1934; and 
the third, three buildings at Newcastle Technical College, Tighes Hill, - the David
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Edgeworth Science Building, 1938, the Mechanical Engineering Building, 1938, and 
the Trades Classroom Building, 1942 . These projects are discussed in detail and 
within a wide historical and social context.
Chapter Seven examines modem buildings in Australia which exhibit the influence 
of Dudok’s architecture. This reveals the role of educational institutions as important 
supporters of the modernist form. Dudok's influence on the built form is 
demonstrated by an analysis of the built form according to the framework of the 
seven criteria previously given. General principles and some specific characteristics 
of modem architecture are discussed and illustrated by selected examples. In some 
cases the same building is discussed under more than one element where 
appropriate.
Chapter Eight which concludes the thesis, assesses the dissemination and 
transference of Dudok's architecture. It sets forth the extent of Dudok's influence on 
modem Australian architecture, how this became manifest in the built form, and 
concludes that it was widespread.
DATES
The date given for a building is generally its completion date. In examples where the 
there is a marked difference in between design date and completion date, the former
is also given.
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MEASUREMENTS
Measurements in this thesis are metric; where the building was designed in imperial 
the equivalent imperial measurement has been given in brackets after the metric. In 
the instances where imperial measurements occur in quotations, the metric 
measurement is given in brackets. A metric/imperial measurement conversion table 
is on page xxxiii.
DUTCH TERMINOLOGY
Dutch terminology, where appropriate, is used in preference to the English. A Dutch 
glossary of architectural terminology is included on page xxxii.
ILLUSTRATIONS
The thesis illustrations have been placed in a separate volume, Volume 2, and are 
numbered. They are referred to in the text by a bold number in brackets, for example 
[III. 1]. The front page of each chapter has a few small illustrations relating to that
chapter.

24
CHAPTER TWO
EUROPEAN MODERN ARCHITECTURE
"The absolute sovereignty of modernism is ushered in around 1910 by a 
rupture with the classical and traditional vocabulary: the divine and the 
human, the city, history, paternity. The reign is consolidated after World 
War I: cubism, abstract art, the rise of the Bauhaus..."1
This chapter commences by defining selected terminology associated with
architectural modernism, and states how it is defined in this thesis. It examines
European modem architecture by discussing the theoretical, social and political
positions, and the built form. The built form is studied through the aspects of site
planning, architectural planning, massing, whole/detail, solidity/transparency,
materials and colour.
TERMINOLOGY 
" Modern"
The adjective "modem" is relative, distinguishing between that which is 
current and that which is past, and has described many different phenomena in 
different periods.2 In his introduction to Five Faces of Modernity, 1987, Matei 
Calinescu gives an historical account of the development of the terms and concepts 
of the modem, acknowledging the critical relationship between modem and 
traditional, as follows:
1 Henri Lefebvre, "Modernity and Modernism" in Benjamin Buchloh, Serge Guilbaut, and David 
Solkin, (eds.), M odernism and M odernity (Novia Scotia: Press o f  the Nova Scotia College o f  Art 
and Design, 1983), p. 2.
2 Allan Bullock and Oliver Stallybrass (ed s), The Fontana D ictionary o f  M odem  Thought 
(London: Fontana/Collins, 1977). Further definitions o f  modem are given; pp. 395-397.
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"During the last one hundred and fifty years or so, such terms as 'modem', 
■Modernity', and more recently Modernism', as well as a number of 
related notions, have been used in artistic or literary contexts to convey an 
increasingly sharp sense of historical relativism. This relativism is in 
itself a form of criticism of tradition."3
"Modem", essentially, is an indication of time and period.
M odernist"
"Modernist11' is a term which has been used in this thesis. Whereas modem implies 
time and period, "modernist" implies an ideological position.4 The terms "modernist 
architect", "modernist project" and "modernist architecture" are used to describe 
architects and/or works that embody the ideology of modernism.
"Modernism"
"Modernism" as a term was not in use prior to the eighteenth century, and not until 
"the Quarrel between the Ancients and the Modems had reached its climax" and the 
adversaries of the modems added an "ism".5 Its derogatory meaning persisted until 
the last decades of the nineteenth century. Ruben Dario, the acknowledged founder 
of "el modemismo", the modem poetic movement in Latin America which rejected 
Spain's cultural authority and looked instead to the French, was the first to employ 
the term "modernism" to define a contemporary aesthetic movement in a positive 
light6 The Fontana Dictionary o f Modern Thought, 1977, defines modernism as 
follows:
3 Matei Calinescu, Five Faces o f  Modernity (Durham: Duke University Press, 1987), p. 3.
4 Leon Krier, “Tradition Modernity Modernism," AD Profile 65, pp. 38-45. In this article Krier 
defines the above terms, and argues for more simple definitions to be used to avoid unnecessary 
jargon. He states that he uses the terms "Traditional and Traditional in contradistinction to 
Modernist and Modernism." p. 38.
5 Matei Calinescu, op. cit., pp. 68-74. Calinescu provides further explanations for the development 
of "modernism" as a positive term, notably as applied to literature.
6 Allan Bullock and Oliver Stallybrass (eds ), op. cit., p. 395.
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"...modernism or 'the modem movement' has by now acquired stability as 
the comprehensive term for an international tendency, arising in the poetry, 
fiction, drama, music, painting, architecture, and other arts of the West in 
the last years of the 19th century and subsequently affecting the character of 
most 20th-century art.''7
"Modern Architecture"
"Modem architecture" or architectural modernism is currently used to refer to a 
specific historical architectural period which developed in the last decade of the 
nineteenth century and the first two decades of this century.
Otto Wagner published Modern Architecture in 1896 and it soon became "the first 
modem writing synonymous with twentieth century practice".8 Wagner wrote, in 
The Building Art of Our Time, that the "new style, the modem is the style 
representing us and our times”.9 To make a definitive break with the past, he 
outlined an approach to design and modem production, including architecture, that 
took into account technical advances and changed social relations, thus separating 
itself from traditional architecture:
"All modem productions must be commensurate with the new materials and 
with the requirements of the present. If they are to be acceptable to modem 
man, they must celebrate and provide insight into our own better, more 
democratic times, our highly self conscious, acutely intellectual turn of mind, 
as well as accommodating the colossal technical and scientific achievements 
and the thoroughly practical streak in modem man. But all of this is 
obvious. ”10
This thesis uses the term "modem architecture" in a general sense to embrace the 
range of styles that developed concurrently in Europe and America from the last
7 Ibid.
x Otto Wagner, Modem Architecture (Santa Monica: Getty Center Publications Programs, 1988), 
p. 1. Translation by Harry Francis Mallgrave.
p Otto Wagner, Die Baukunst unserer Zeit (Architecture o f Our Time). In 1914 Wagner added to 
his fourth edition o f  Modeme Architektur two new chapters and retitled it, Architecture o f Our
Time.
10 Werner Oechslin, "A Cultural History o f Modem Architecture," a+ u, April 1990, p. 53.
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decade of the nineteenth century as well as all the individual architects and stylistic 
movements that contributed to modem architecture. Many of these architects and 
movements would have been excluded by the term "The International Style", which 
had a much narrower focus, as defined by Henry- Russell Hitchcock and Philip 
Johnson in 1932:
"There is, first, a new conception of architecture as volume rather than as 
mass. Secondly, regularity rather than axial symmetry serves as the chief 
means of ordering design. These two principles, with a third proscribing 
arbitrary applied decoration, mark the productions of the international 
style."11
In the accompanying catalogue for an exhibition at the Museum of Modem Art, 
New York, which Hitchcock claimed to be the "first International Exhibition of 
Modem Architecture"12 they expanded these principles. It is often assumed 
incorrectly that the term "International Style" is interchangeable with architectural 
modernism.13
In his 1985 edition of Modem Movements in Architecture, a study of modem 
architecture, Charles Jencks draws attention to the problems of an exclusive 
approach to modernism. He argues that modernism should be seen as a "series of 
discontinuous movements" and he treats this "pluralism with different methods for 
different chapters."14 The movements which Jencks nominated for the period 1920
11 Henry-Russell Hitchcock and Philip Johnson, The International Style: Architecture Since 1922 
(New York: Norton, 1932), pp. 20-21.
12 Henry-Russell Hitchcock, Architecture Nineteenth and Twentieth Centuries (Harmondsworth: 
Penguin, 1958), p. 380.
13 Ibid. This publication proclaimed the fundamental principles o f the International Style as declared 
by Hitchcock and Johnson. Architecture selected for the exhibition by Dutch architects was J.J.P. 
Oud's Workers' Houses, Hook o f  Holland, 1924-1927, Siedlung Kiefhoek, Rotterdam,
1928-1930, and Row o f Small Houses at the Weissenhofsiedlung, Stuttgart, 1927 (included under 
Germany), and Brinkman's and Van der Vlugt's Van Nelle Tobacco, Tea and Coffee Factory, 
Rotterdam, 1928-1930.
14 Charles Jencks, Modern Movements in Architecture (London: Penguin, 1985), p. 13.
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to 1940 included, Functionalism, Constructivism, De Stijl, Art Deco, Fascist, 
Expressionism and Futurism.15 The last two he believed had been eliminated from 
some modem architectural histories.16 Although in Jencks's book many architects are 
discussed as individuals and/or as part of a specific movement, Dudok is not 
mentioned.17
"A Modem Architect"
A modem architect is one whose architecture practice follows the principles of 
modem architecture, or one who has an articulated theoretical position which 
supports modernism. This thesis considers Dudok to be a modem architect.
THE PERIOD IMMEDIATELY PRECEDING EUROPEAN ARCHITECTURAL 
MODERNISM
It is not the intention of this thesis to discuss in any detail the architectural, cultural, 
or social movements immediately preceding the modem movement. In brief, the 
mid-eighteenth century can be taken to be the point in history when architects 
reviewed Classical architecture. The social and cultural changes, and the structural 
and technical innovations of the period from 1750 to the late nineteenth century 
formed a critical background to the development of modem architecture from the 
1890s to the 1920s.
15 Ibid. p. 28. Illustration 11, "Evolutionary Tree".
16 Ibid. p. 13.
17 Ibid. Jencks acknowledged the difficulty o f being inclusive. "This is not to say, however, that I 
will or even could avoid omitting certain architects and keep from using selective concepts. "
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The Industrial Revolution and the consequent migration of people from the country 
to the city changed the social order from an agrarian society to an industrialised one. 
It stimulated technical innovations as well as social and cultural changes. The 
consequent growth of the city provided the location for modernism.
The change from an agrarian to an industrial society provided the economic 
framework for the rise of capitalism. The urban population also provided a 
consumer market for the commodities produced by the new manufacturing 
industries. Consumerism, so vital to modernity and capitalism, was nowhere more 
evident than in the shopping arcades built in Paris in the early nineteenth century, 
the forerunners of the modem shopping malls.18
The structural possibilities developing from the industrial revolution heightened the
role of the engineer. Innovative structural engineering, as exemplified in work in
France and Chicago from the mid-nineteenth century, provided the precedent, and
indeed the first examples of the importance that structure would assume in modem
architecture. In Paris the construction of the three hundred metres high Eiffel
Tower, between 1884 and 1889, designed for the World Exposition and the world's
tallest structure at the time, caused a sensation around the Western world; as did the
inspired glass and steel vaults of the Gallerie des Machines of 1889, which stretched
to a length of 423 metres, a width of 110 metres and with an internal height of 45
metres, caused a sensation around the western world. Further, these innovative
structures created new spatial configurations. As well as the structural innovations,
I!i This idea is discussed by Walter Benjamin in his unfinished major project o f  his later years,
"Passagen Werk”, the Arcades Project, in Susan Buck-Morss, The Dialectics o f Seeing: Walter 
Benjamin and the Arcades Project (Cambridge, Massachusetts: MIT Press, 1989).
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the technologies so necessary for the design of buildings for the twentieth century, 
and in particular for the development of high rise buildings, were developed.
EUROPEAN ARCHITECTURAL MODERNISM 
Theoretical Position
Architects responded to the destruction of many buildings in Europe during World 
War I theorising about how they would rebuild those parts of it requiring 
reconstruction. By the mid-1920s building activity had fully resumed and important 
examples of modem architecture had already been constructed in Europe and in 
America. The countries of Europe in which modem architectural movements had 
been established included Holland, Austria, Germany, France, and Italy. In 1940, 1m  
nouvelle architecture/Die Neue Architektur/  The new architecture was published by 
the Swiss architect Alfred Roth, in which he argued that it was in the smaller 
countries in Europe, namely, Holland, Finland, Switzerland and Sweden, that 
modem architecture was most clearly understood and practised.19
The teachings of Walter Gropius at the Bauhaus, and the writings of Le Corbusier in 
France in particular, his articles for L ’Esprit rtouveau after World War I were crucial 
points in the development of modem architecture. The architecture of the Germans, 
such as Walter Gropius, Erich Mendelsohn, Peter Behrens and Mies van der Rohe’s 
work at Werkbund at Stuttgart; the collaboration of Le Corbusier and Pierre 
Jeanneret in France; and the work of Dutch architects J.J.P. Oud, Michiel Brinkman 
and L.C. van der Vlugt at Rotterdam, and Willem Dudok and Johannes Duiker at 
Hilversum, were all key experiments in European architecture.20
19 Alfred Roth, The New Architecture (Zurich: Editions Ginsberger, 1951).
31
In the late twentieth century debate on modernism one critique, as postulated in the 
writings of Marcelin Pleynet, points out that the qualities described as ’’new" by the 
modernists can be traced to previous historical periods.21 For example, in Le 
Corbusier's Vers Une Architecture, 1923, his concepts of beauty and proportion 
display similarities to the relevant classical concepts.22 However, the seminal 
statements by Le Corbusier, Gropius and others of the 1920s have to be viewed 
within their own historical time frame. These statements demonstrate commitment 
to a new period. In his writings for L'Esprit nouveau Le Corbusier summed up this 
spirit of idealism and new hope:
"A great epoch has begun.
There exists a new spirit.
There exists a mass of work conceived in the new spirit; it is to be met with 
particularly in industrial production.
Architecture is stifled by custom.
The 'styles' are a lie.
Style is a unity of principle animating all the work of an epoch, the result of 
a state of mind which has its own special character.
Our own epoch is determining, day by day, its own style.
Our eyes, unhappily, are unable yet to discern it."23
These ideals were "constructed" in a small pavilion, Le Pavilion de L' Esprit 
Nouveau [111. 10], which Le Corbusier designed for the 1925 Paris Exposition of 
Modem Industrial and Decorative Arts. Assigned to the periphery of the exposition, 
it expressed his rejection of decoration with its strong, geometric, flat, white 
surfaces punctuated with openings and large windows. It was also exhibited as a 
prototype for a mass produced villa which would be combined with others to form a
20 Leonardo Benevolo, History of Modem Architecture (London: Routledge & Kegan Paul, 1971), 
p. 456.
21 Marcelin Pleynet, "Modernism - Modernity and the Philosophy of History" in Benjamin Buchloh, 
Serge Guilbaut, and David Solkin, (eds ), op. cit., pp. 13 -20.
22 Le Corbusier, Vers Une Architecture 1923, English translation by Frederick Etchell was titled 
Towards A New Architecture published in 1927.
23 Le Corbusier, Towards a New Architecture (London: Architectural Press, 1948), p. 82.
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composite building of many storeys, intended to house the inhabitants of Le 
Corbusier's ideal city.
Likewise, Gropius saw modernism as the inevitable way to design and build, distinct
from earlier styles in its manifestations. In The Scope o f Total Architecture, 1956, a
much later stage of modernism, Gropius wrote:
"...the outward forms of our architecture are the consequential product of the 
intellectual, social and technical conditions of our age, a break with the past
styles. ”24
Examination of the modem movement reveals two vastly differing types of
contribution: the first collective and the second individual. Dudok provides an
example of the latter, with his own personal style of modernism:
"Some of the most strikingly novel buildings built in the early twenties 
were by William [sic] Marinus Dudok ... in Holland ... These no longer 
belonged to the realm of the earlier, pre-war modem architecture. Yet the 
work of neither was as indicative of the direction the newer architecture was 
taking in these formative years as is the Chicago Tribune project. Very 
shortly, however, both Dudok and Mendelsohn drew closer to the 
development of this decade, although they continued to be, in varying 
degree, individualists rather than whole-hearted converts to the dominant 
architectural mode of their generation. "25
However, by the late 1920s a number of groups and architects had articulated a
concept of modem architecture. One important commentator, Leonardo Benevolo,
argues that it is not possible to attribute the origin of modernism to any single
cultural group, He states:
"Like every important historical transformation, the modem movement 
comprised a large number of individual and collective contributions, and it is 
impossible to pin down its origin to a single place or a single cultural scene. 
What can be ascertained with certainty is the consistency of the various 
results from about 1927, when a common attitude between individuals and 
groups made itself felt. "26
24 Walter Gropius, The Scope o f  Total Architecture (London: Architectural Press, 1956), pp. 70-71.
25 Henry-Russell Hitchcock, op. cit., p. 363.
2tl Leonardo Benevolo, op. cit., p. 456.
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Benevolo sets the beginning of the modem movement at 1919 when Gropius opened 
the Bauhaus at Weimar. However, individual examples of modem architecture had 
emerged before this, including the Fagus Factory in 1911, [111. 9] at Alfeld an der 
Leine, Germany, designed by Walter Gropius and Adolf Meyer with Mart Stam, and 
Adolf Loos’s Steiner House in 1910 [111. 8] at Vienna, Austria. The Bauhaus did not 
suddenly introduce new ideas about art and design education, and the relationship of 
the designer to industry and society. There were other groups of artisans and 
educational institutions that had supported modernist ideas in Germany prior to 
1919, most notably the Deutscher Werkbund established in 1907 with "the aim of 
promoting the best in art, industry, craftsmanship and trade, and co-ordinating all 
those efforts to achieve quality that are evident in industrial endeavour.”27 Dudok 
was represented at an exhibition which was held at Bauhaus, Weimar in 1923.28
The history of the Bauhaus to some extent exemplifies the differences within 
modem architecture. The teachers during the first years of the Bauhaus at Weimar 
did not present a unified philosophical position, and it was not until after 1926 that 
the functionalists led by Gropius became the dominant faction, and functionalism 
became the accepted philosophy. However, this period of cooperation was relatively 
brief before further factions and differences became evident.29 Gropius's own 
architecture demonstrates his concern with functionalism.
27 Gillian Naylor, The Bauhaus Reassessed: Sources and Design Theory (London: Herbert Press, 
1985), p. 40. See Chapter 3 for a discussion o f  the Werkbund.
28 Herman van Bergeijk, Willem M D udok Architect-stedebouwkundige 1884-1974 (Naarden: V+ K 
Publishing / Inmerc, 1995) p. 120. Translated from the Dutch by Bill Ragbir Singh. No further 
information either about Dudok's entry or the exhibition is given.
29 See Gillian Naylor, The Bauhaus Reassessed: Sources and Design Theory op. cit., for her 
discussion o f  political, ideological and aesthetic factions within the Bauhaus.
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Social Theory
Modem architects were deeply committed to social reforms, and social amelioration 
was one of their main goals. The Congres Internationaux dArchitecture 
Moderne (C.I.A.M.), was the collective organisation which gave modem architects 
the opportunity to express themselves as social reformers through urban design. The 
declarations of the first congress at La Sarraz, Switzerland in 1928, which were 
signed by twenty four architects from eight European countries, reflected what the 
architects felt were their responsibilities to society in general.30 Dudok was initially 
invited to participate in this first congress. However, van Bergeijk suggests that his 
name was removed from the invitation list at the insistence of C. van Eesteren, 
although no reason is given for this.31 It was always an elite group which maintained 
only a small number of members throughout its existence. In general, Congresses 
were concerned with the comparative study of the problems of contemporary 
architecture and town planning:
"We affirm today the necessity for a new conception of architecture 
satisfying the spiritual, intellectual and material needs of present day life. 
Conscious of the effects on social structure, brought about by 
industrialisation, we recognize the necessity of a corresponding 
transformation of architecture itself."32
Although the early C.I.A.M. congresses held from 1928 to 1930 were concerned 
with living standards and efficient technical production, those of 1933 to 1947 
concentrated on town planning. Through C.I.A.M., architects presented
30 Signatories to this declaration was signed by 24 architects, representing France (6), Switzerland 
(6), Germany (3), Holland (3), Italy (2), Spain (2), Austria (1), and Belgium (1).
31 Herman van Bergeijk, op. cit., p. 120. Van Bergeijk gives as footnotes for his claim, V. Freijser, 
De Stijl van Jan Wils (’s- Gravenhage 1989), p. 5, and M. Steinmann, C.I.A.M. Dokumente 1928 
-1939 (Stuttgart: 1979), p. 23.
32 Sigfried Giedion (e d ), A Decade o f  New Architecture C.I.A.M. (Zurich: Editions Girsberger, 
1951), p. 16. The reaffirmation o f  the aims o f  C.I.A.M. at Bridgewater are given pp. 16-17.
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themselves as social reformers and urban designers. By the time the 1947 meeting at 
Bridgewater, England was held the emphasis had changed to "liberal idealism". The 
aim was no longer to create "functional cities" but "to work for the creation of a 
physical environment that will satisfy man's emotional and material needs".33 The 
C.I.A.M. lasted for twenty eight years, from 1928 until its second last meeting held 
in Dubrovnik, in 1956. There was a further meeting in 1959 at Otterlo where on the 
last day the participants "abolished C.I.A.M. through the powers formally vested in 
them by the decision of the congress at Dubrovnik in 1956".34 Their final statement 
read:
"To intensify the attempts to find a new architectural language, individuals
and groups must work in their own way. Therefore... the name of C.I.A.M.
will be used no more in relation to future activities of the participants."35
The English branch of C.I.A.M., the Modem Architectural Research Group 
(M.A.R.S.) was formed in 1933, and its members included some of the more radical 
members of the profession, such as Berthold Lubetkin and E. Maxwell Fry.36 This 
had been preceded by two groups, the short lived Twentieth Century Group formed 
in 1930, whose members were Wells Coates, Raymond McGrath, Serge Chermayeff, 
Jack Pritchard and Howard Robertson; and Unit One, which consisted of the 
architects, Coates and Colin Lucas and a group of nine painters and sculptors.37 The
33 Kenneth Frampton, Modern Architecture: A Critical History (London. Thames and Hudson, 
1980), p. 271.
34 W.A.L. Beeren, R.W.D. Oxenaar, Th. van Velzen, E.L.L. de Wilde, and D.van Woerkom, Het 
Nieuwe Bouwen: C.I.A.M. (Delft: 1983), p. 104.
35 Ibid.
36 Other founding members o f the English M.A.R.S. were the partners of the architectural practice 
Connell, Ward and Lucas, P. Morton Shand, and Godfrey Samuel and R T F. Skinner o f the 
practice Tecton. Coates was chairman, Maxwell Fry Vice-Chairman, and Francis Yorke, 
Secretary. David Dean, Architecture o f the 1930s (New York. Rizzoli, 1983), pp. 113 . An 
Australian M.A.R.S. group was formed in Sydney in 1936 based on the English group.
David Dean, op. cit., pp. 112 - 115.37
36
idea of forming an English branch came from an initial suggestion by Sigfried 
Giedion that an English group be formed to represent England at future C.I.A.M. 
congresses and Coates, who had attended the 1933 congress on the "Functional 
City", led by Le Corbusier was instrumental in forming the group.38 The M.A.R.S. 
group, according to Coates, hoped for a "future that must be planned, rather than a 
past which must be patched up".39
Political Theory
Several collective groups of architects and artists which formed in Europe in the 
1920s shared a common attitude to the importance of the machine and the need to 
work against nationalism. They included De Stijl in the Netherlands and the 
Constructivist movement in Russia.
The machine was seen as a great social liberator that would reduce the hours
required to produce items, and thus change peoples' work patterns. Theo van
Doesburg wrote about the machine not only as a social liberator but also as a
universal political phenomenon which would destroy class distinctions. He claimed:
"The machine is, par excellence, a phenomenon of spiritual discipline. 
Materialism as a way of life and art took handicraft as its direct 
psychological expression. The new spiritual sensibility of the twentieth 
century has not only felt the beauty of the machine, but has taken cognisance 
of unlimited expressive possibilities for the arts..."40
The machine was also viewed rather ideally as a means to destroy national
boundaries. World War I radically changed some people's ideas of nationalism and
31i Ibid. The group lasted until 1957 and its members were not only modem architects but also those 
who supported modernism, such as Herbert Read and Raymond Mortimer.
39 Kenneth Frampton, op. cit., p. 253.
413 Theo van Doesburg, "Vers un style Collectif," Bulletin de I'effort moderne, Vol. 1, No. 4, 1924, 
p. 16 in Reyner Banham, Iheory and Design in the First Machine Age (Cambridge, 
Massachusetts: MIT Press, 1980), p. 151. See also Charles Jencks, op. cit., pp. 32-33.
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to them it represented a process of freeing the world from the political turmoil 
it had precipitated, but this was not the case for others. However, within a 
relatively short period another world war was raging, fuelled by the ambitions of 
nationalistic governments. Dudok in 1934 spoke about the desirability of 
international cooperation:
"Besides, this exchange of thoughts means international co-operation and in 
these times when we shut ourselves up within economical and military walls, 
any spiritual work that extends beyond our frontiers, must be looked upon as
a blessing”.41
Marxism was the accepted political ideology to adopt and Le Corbusier apparently 
supported the Marxist cause, as evident in the last chapter of his book Towards a 
New Architecture:
"The primordial instinct of every human being is to assure himself of a 
shelter. The various classes of workers in society today no longer have 
dwellings adapted to their needs; neither the artisan nor the intellectual.
It is a question of building which is at the root of social unrest of today; 
architecture or revolution."42
Le Corbusier’s political position was typical of the idealist architects disapproved by 
orthodox Marxists who believed that revolution would take place through class 
struggle, not by architecture alone. Furthermore, his scheme of 1922 for "A 
Contemporary City for Three Million Inhabitants", with glass curtain walled 
skyscrapers set within a park where functions were separated, was criticised by 
the French communists who termed it a fascist plan "because it implied a strong 
central government... and because there was a built-in class distinction between 
managers and workers".43
41
42
43
Willem Dudok, "A. A. General Meeting," Architectural Association Journal, June 1934, p. 5. 
Le Corbusier, op. cit., p. 250.
Charles Jencks, op. cit., pp. 34-35.
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BUILT FORM OF MODERN ARCHITECTURE
As the following characteristics provide the framework of the built form throughout 
the thesis, these characteristics in European modem architecture are included to give 
a background for analysis. The selection of the characteristics was made to enable a 
consistent analysis of the built form which could be applied to Dudok's architecture, 
European modem architecture and Australian modem architecture. The 
characteristics selected were those considered pertinent to both Dudok’s architecture 
and modem architecture and those that would also encompass a comprehensive 
analysis of the building form. Site planning, massing, materials and colour were 
significant elements in both Dudok’s architecture and modem architecture; while 
architectural planning, transparency/solidity and whole/details were components 
which describe changes in the built form of modem architecture generally and also 
could be applied to distinguish individual architect's work.
Site Planning
The emphasis of modem architecture was on the building itself, the essential new 
spatial qualities, the new technology and materials. The site and the relationship of 
the building to the site were considered less important. The desire to create 
economical, well designed, and mass produced housing over-rode the importance of 
the individual site. Theoretically, town planning was the base for the design of 
cities, and individual sites were merely components of this.
The skeleton frame presented a new relationship to the site. Buildings could now 
float above the site, be separate from it, and stand out from it. Peter Smithson
39
favoured this sculptural approach to the new architecture, describing its relationship 
to the ground, as "poised not rooted to its site" and saw this as an essential element 
of modem architecture.44 Le Corbusier's Villa Savoye in Poissy, France, 1929-31, 
was the first of his houses to be built on an open site. In his design Le Corbusier set 
the house above the ground enabling its owners, who were Parisians, to look out 
over the surrounding countryside. By contrast, much of Dudok's modem 
architecture was 'rooted to its site'.45 Dudok explained the relationship between the 
site and the Hilversum Town Hall:
"The building does not suddenly ascend, but with its lower wings seeks 
an alliance, as it were, with the surrounding landscaped garden. Moreover, 
these lower wings anchor the building..."46
Architectural Planning
"The new architecture is functional: that is it is developed out of an accurate 
setting forth of practical demands."47
The dominant planning philosophy was functionalism. However, the idea that
forms were absolutely decided by the functions they had to fulfil did not
acknowledge the spirit of individual architects, such as the German Erich
Mendelsohn, who had argued for an architecture that was more than functional.
Reflecting on his visit to the Netherlands and the architecture of the Amsterdam
and the Rotterdam Schools, Mendelsohn wrote:
"Analytic Rotterdam refuses vision: visionary Amsterdam does not 
understand objectivity. Certainly the primary element is function but 
function without sensibility remains mere construction. More than ever I 
stand by my reconciliatory programme. Otherwise Rotterdam will pursue
44 Alison Smithson and Peter Smithson, The Heroic Period o f Modem Architecture (London: 
Thames & Hudson, 1981), p. 9.
45 This is referring to previous quotation (footnote 42) by Alison Smithson and Peter Smithson, The 
Heroic Period of Modern Architecture (London: Thames & Hudson, 1981), p. 9.
46 Herman van Bergeijk and Paul Meurs, Town Hall - Hilversum - W.M. Dudok (Naarden: V+ K 
Publishing / Inmerc, 1995), p. 18.
47 Theo van Doesburg quoted in Reyner Banham, Guide to Modern Architecture (London: The 
Architectural Press, 1962), p. 21.
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the way of mere construction, with deathly chill in its veins, and Amsterdam 
will be destroyed by the fire of its own dynamism. Function plus dynamics 
is the challenge."4H
There were few new functions that would demand solutions that did not have 
precedents in the past. Certainly large factories and industrialized buildings built 
during this period provided opportunities to develop their form. For example, in the 
design of large glass screen walls to allow maximum light for work and at the same 
time provide protection from the elements.49 The van Nelle Tobacco factory in 
Rotterdam, 1927-29 [111. 12], designed by Brinkman and van der Vlugt with Mart 
Stam as job captain, was a significant example of how the forms of the building 
represented the different functions of the factory. The administration, a three storey 
building with a glass, curved main facade, was linked by a glazed walkway to the 
eight storey, curtain walled, packing block work area, which was linked by diagonal 
glazed conveyor belts to the canal warehouse.
Massing
Henry-Russell Hitchcock and Philip Johnson wrote in 193250 that the
feature of massing was one means by which they distinguished previous buildings
from those they would include in the "International Style". They stated:
"The effect of mass, of static solidity, hitherto the prime quality of 
architecture, has all but disappeared; in its place there is an effect of volume,
** Kenneth Frampton, op. cit., p. 120, from a letter by Mendelsohn to his wife about his visit to 
Holland
49 Arnold Whittick, European Architecture in the 20th Century (New York: Abelard-Schuman, 
1974), pp. 224 -235 .
50 In 1931 the Museum of Modem Art, New York, planned its first architectural exhibition. The 
Director, Alfred Barr, asked Philip Johnson and Henry-Russell Hitchcock to organise it. The 
exhibition was held one year later in 1932. "The work o f Le Corbusier, Oud, Gropius, Mies van 
der Rohe and, by contrast, that o f Wright occupied the principal place in the exhibition. But there 
was also the work by other Americans, notably Hood, Howe & Lescaze and Neutra, and some 
forty architects all told, representing building o f  the day in fifteen countries. Concurrently with the 
exhibition we prepared The International Style: Architecture Since 1922. " Henry-Russell 
Hitchcock and Philip Johnson, The International Style (New York. W. W. Norton, 1966) 
Foreword to the 1966 Edition, p. vii.
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or more accurately, of planar surfaces bounding a volume. The prime 
architectural symbol is no longer the dense brick, but the open box. The 
great majority of buildings are in reality, as well as in effect, mere planes 
surrounding a volume".51
The buildings they included were those which had essentially cuboid massing:
"The International Style was little more than a convenient phrase denoting a 
cubistic mode of architecture which had spread throughout the developed 
world by the time of the Second World War".52
Cuboid masses were evident in the work of J.J.P. Oud from 1922 to 1927, 
a period in which he produced consistently modem forms with the exception of Oud 
-Mathenesse in Rotterdam of 1922-23, the massing of which was not cuboid. Oud 
retained the pitched roof on this project and of said of it: "Already more free in 
form, already showing the bright primary colours".53 Oud sought to express his 
design ideas in two earlier housing quarters in Rotterdam, Spangen, 1918-1920 and 
Tusschendijken, 1920, and although they were "expressed in severity and simplicity" 
they contained a "trace of classicism".54 His public housing scheme at the Hook of 
Holland [111. 13], constructed of brick and concrete, which was rendered white, had 
a flat roof and in essence was white cuboid massing. Forms were geometric and in 
many cases the emphasis was on the horizontal: for example, Walter Gropius's 
Bauhaus studio building at Dessau of 1926 [III. 11]. Curved forms were also part of 
the geometric vocabulary, as exemplified by Erich Mendelsohn's Schocken 
Department Store, Stuttgart, of 1925-26, with its eight storey curved glass infill 
comer section [111. 15],
51 Henry-Russell Hitchcock and Philip Johnson, The International Style (New York: W. W.
Norton, 1966), p . 41.  Originally published as The International Style: Architecture Since 1922 
(New York: W. W. Norton, 1932)
Kenneth Frampton, op. cit., p. 248.
53 J.J.P. Oud, "The Work and Writings o f  J.J.P Oud," Architectural Design, July 1963, p. 308. 
Ibid.54
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There were two modem forms which, in their massing, differed essentially in their 
relationship to the ground. In the first, buildings were skeletal and their main mass, 
separated from the ground, was supported by thin structural columns, which are now 
generally referred to as "pilotis", a term applied by Le Corbusier in his five points of 
modem architecture. Two of his best known projects exemplify this form: the Villa 
Savoye, 1929-31, and his housing at Weissenhofsiedlung, Werkbund Exhibition, 
Stuttgart, which consisted of three-storey apartments raised on steel columns 
(pilotis).
The second form was solidly connected to the ground. In many cases this solidity 
was necessary because they were essentially masonry buildings and by virtue of their 
structure had to be attached firmly to the ground. In J.J.P. Oud's housing at the 
Hook of Holland [111. 13] the traditional Dutch connection to the ground is present. 
However he lightens the ground level by large areas of glass, and a wide projecting 
balcony on the first floor provides a floating-above-the-ground element. Each of 
these massing types presents a modem mass.
In rejection of forms from the past, traditional pitched roofs were considered 
unacceptable and flat roofs were de rigueur. Le Corbusier saw that the flat roof had 
functional possibilities, such as a roof garden, play area or laundry area, in addition 
to its formal cuboid spatial characteristics.
Sigfried Giedion, the architectural critic and historian who has been so influential in 
the articulation of modernism, believed that the relationship between the vertical
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and the horizontal was vital to appreciating the spatial character of modem 
buildings.55 For example the seminal work by the Dutch artist and architect Theo 
van Doesburg explored the interrelatedness of horizontal and vertical surfaces in a 
number of drawings and architectural drawing projects around 1920.
Whole/Detaih
Le Corbusier’s Villa Savoye represents the building as a sculptural form floating 
above the ground. It is a cube to be viewed and understood from all sides. The lack 
of surface decoration as an ideal of modem architecture enforced the conception of 
the whole, resulting in forms with predominantly flat planar surfaces. The design of 
details was concerned with creating the right harmonious proportion between them 
and the whole structure. This concern often determined the location, size and shape 
of openings. Sometimes leaving an open space within a planar surface, created the 
impression of holes cut into these surfaces. One of Peter Smithson’s essentials for 
modem architecture was that the building should be "a complete thing in itself'.56
Dudok also believed that the importance lay in the building design as a whole:
’’There is no difference whatsoever in aesthetic value between ground plan 
and facade; each one of them is only a flat projection of the 
three-dimensional whole".57
He perceived that the windows and doors would provide decorative elements within 
this whole.58
55 Sigfried Giedion, Space, Time and Architecture (Cambridge, Massachusetts: Harvard University 
Press, 1959), p. 155.
So Alison Smithson and Peter Smithson, op. cit., p. 9.
7 Willem Dudok quoted in Herman van Bergeijk and Paul Meurs, Town Hall - Hilversum - W.M. 
Dudok (Naarden: V + K Publishing/Immerc, 1995), p. 18. Quotation from papers belonging to 
Hilversum City manager office archive at the Gooi and Vecht Regional Archive 
Ibid.58
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Solidity/Transparency
In Walter Gropius's and Adolf Meyer's Werkbund Exhibition building in Cologne, 
1914, a seminal example of early modem architecture, the architects make a clear 
distinction between areas of solidity, the plain brick walls, and the glass staircase 
towers. In their Fagus factory [111. 9] at Alfeld an der Leine in Germany, some of its 
walls were comprised almost entirely of glass. In contrast to the Peter Behrens AEG 
Turbine Factory in Berlin, 1909, which had comers constructed of heavy masonry, 
the Fagus factory had comers that are glass, and light. In the workshop wing of 
Gropius's Bauhaus at Dessau [III. 11], this dematerialisation of the comer allows a 
view through the "transparent" building, making visible the reinforced concrete 
structure.
The open box-like building proclaimed the importance of structure. The nature of 
this type of building was emphasised in cases where openings were simply cut out 
to allow the free flow of space from the interior to the exterior. Solidity was 
emphasised by minimal fenestration: the windows were punctuated but not 
predominant.
Materials
The "new" materials of the mid-nineteenth century- steel and reinforced concrete, 
allowed new structural possibilities, such as the freeing of space by larger spans, and 
allowing the building to reach greater heights.
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As a result of the technological developments of the new lightweight structural 
materials, skeletal frames were considered preferable to solid masonry. The 
introduction of the glass curtain wall revolutionised the design of surfaces and the 
archetypal glass box became a familiar symbol of modem architecture in the post 
World War II period. For example, the Bauhaus building at Dessau [111. 11] by 
Walter Gropius, 1926, has a skeleton of reinforced concrete and glass curtain walls.
With the desire for mass production, concrete was projected as the ideal material for 
components for housing. Furthermore, its surface qualities could be flat white or 
grey, and undecorated. Brick could be construed as a modem material when used in 
a modem manner.
Colour
The two major directions were the use of white and the use of primary colours.
Since colour had been traditionally associated with decoration, an architectural 
movement which had as an essential a lack of decoration led to an understanding 
that this meant buildings would be more honest with no colour. It was seen as 
"pure". However, the De Stijl group of architects and artists in the Netherlands 
presented colour in a positive manner. They also limited the colours to be used; in 
addition to white, they recognised the three primaries - red, yellow and blue.
Dudok's architecture does not fit into either category.
Theo van Doesburg in 1924 declared in the De Stijl manifesto, "Towards a Plastic 
Architecture", the essential nature of colour to the new architecture,
"Colour planes form an organic part of the new architecture as an element 
of the direct expression of its time and space relationships. Without colour
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these relationships are no living reality; they are not visible."59
On the relationship between ornament and colour, van Doesburg declared,
"The new architecture is anti-decorative. Colour (and the colour-shy must 
try to realize this!) is not decorative or ornamental, but an organic element of 
architectural expression." 60
Van Doesburg's 16 Points of Architecture were best exemplified in the 
Schroder-Schrader House [111. 60] at Utrecht, designed by Gerrit Rietveld and Truus 
Schroder-Schrader an interior designer in 1923-24. This house used De Stijl colours, 
yellow for the verticals, blue, complementary to yellow, for the horizontal, and red 
as the meeting of blue and yellow was used for both horizontals and verticals.61 
Oud's housing at the Hook of Holland encompassed the white walls with additions 
of colour- yellow brick foundations, grey bands, and a bluish ironwork.
CONCLUSION
It is now understood that several various movements are accepted as "modem 
architecture". It could be argued that modem architecture should not be seen as 
characterised only by a series of formal elements of the built form. Rather, what 
links modem architects is an underlying philosophy, a spiritual connection with 
the period when the buildings were constructed, and the special spatial qualities that 
were possible due to their structural innovations.
Modem architecture is not confined to those buildings whose form configured to the
characteristics of the International Style. However, some of those characteristics
59 Theo van Doesburg, "Towards a Plastic Architecture," Paris 1924, cited in Hans L.C. Jaffe, De 
Stijl (New York: Abrams, 1967), p. 187.
60 Ibid.
61 Dr. Schoenmaeker, a mystical mathematician, determined the primary colours o f De Stijl
on a cosmic basis. Yellow is the movement o f the ray, representing the vertical ray o f  the sun 
falling on the earth, blue is the contrasting colour, representing the horizontal as the path 
around the sun, and red is the meeting o f both.
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may be evident, including the importance of visible structure, functional planning,
the use of the new materials, cuboid masses, flat roofs, flat planar surfaces, lack of
surface decoration, and white walls. This ideal white unadorned cuboid was
exemplified in Adolf Loos’s Steiner House [111. 8], constructed in Vienna in 1910,
which "anticipated by at least eight years the so-called 'International Style' ",62
Modem architecture embraced a simplification of form. Dudok wrote in 1935 that
"...in art it comes down to simplicity and it is strange that it takes a lifetime 
to reach the minimal. The most pronounced and lasting effect is not achieved 
with abundant means but with extreme restrictions."63
In 1958 Hitchcock recognized the activities of himself and those with Philip Johnson 
as "definite and controversial acts of participation in the dialectic of architectural 
development in this century".64 At the same time he himself recognised the 
limitations of their stylistic definitions, writing in 1958:
"Whether the new architecture that came into being in the twenties in Europe 
and has since spread throughout the western world should be considered a 
style, or even a style-phase, remains a matter of controversy; but for forty 
years now it has been readily distinguishable from what the older generation 
of architects produced."65
Charles Jencks highlights the importance of modem architects being committed to
social changes:
"Perhaps the centre of what is known popularly as 'modem 
architecture' is the idealist tradition. The architects Le Corbusier, Mies Van 
der Rohe and Walter Gropius clearly defined a common position based 
loosely around certain social ideals - humanitarian liberalism, reformist
62 Kenneth Frampton, op. cit., p. 93.
63 Willem Dudok, " Gedachten over Stedebouw en Bouwkunst. Toelichting door voorbeeiden uit 
mijn practijk”, Bouwkunst, Stedebouw, D ecorative Kunsten, 1935, No. 11, p. 333; cited in 
Herman van Bergeijk and Paul Meurs, op, cit., p. 33.
64 Henry-Russell Hitchcock, op. cit., p. 380. In addition to the organisation o f the exhibition and 
catalogue Hitchcock cites writing the only monograph on Wright to be published in French, to 
have published the first account o f the new architecture in English, and to have published a book 
on Oud in the late 1920s.
Henry-Russell Hitchcock, op. cit., p. 363.65
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pluralism and a vague social Utopianism...”66
This essential concern for social transformation was also expressed by Le Corbusier
in 1923 when he defined modem architecture:
"...international style stemming from the facts of the new construction 
means, adequate to a new industrial society, and having as its goal the 
transformation of society, both in its taste, or perception, and social 
make-up.”67
Le Corbusier emphasised the critical desire to change social structure, a desire as 
central to the concept of modernism as was the belief of the "avant-garde" that they 
would be able to transform societies.
Architecture designated in this thesis as "modem" embraces a broader definition 
than that associated with the International Style. Buildings are modem, if they 
express the spirit of the modem: by their form, construction, materials, details, 
planning or as a whole project.
66
67
Charles Jencks, op. cit., p. 31. Jencks gives six traditions o f  modem architecture, Logical, Idealist, 
Self Conscious, Intuitive, Activist, Unselfconscious (80% o f Environment).
Le Corbusier, op. cit., pp. 229- 231.
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CHAPTER THREE 
W.M. DUDOK
"I am of the opinion that architects must not speak or write, but that 
they must build, because building is their language.”1
Willem M. Dudok
This chapter examines the life and work of W.M. Dudok, the modem Dutch 
architect who has been selected to exemplify the dissemination and transference of 
architectural modernism in Australia. It briefly describes his professional life, and 
examines his relationship to architectural modernism through his theoretical, social, 
and political attitudes to modernism. To present Dudok in the context of Dutch 
modem architecture, earlier Dutch architecture and contemporary Dutch 
architecture are also discussed. Although the architecture of Frank Lloyd Wright 
cannot be categorised as European modem architecture, the relationship between 
Wright and modem Dutch architecture, and in this instance, the architecture of 
Dudok, was significant, and is briefly discussed also.
An overview of the dominant building types which Dudok designed is followed by 
an analysis of the built form of his architecture, relating his approach to site 
planning, architectural planning, massing, whole/detail, solidity/transparency, 
materials and colour by the discussion and illustration of general principles and 
specific characteristics.
i "A. A. General Meeting," The Architectural Association Journal, May 1934, p. 4.
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BIOGRAPHICAL / PROFESSIONAL LIFE
Willem Marinus Dudok was bom in Amsterdam in 1884 and died in Hilversum, in 
1974, aged ninety. The strongest and most enduring family influence on his 
professional career was music. Dudok believed that the importance of proportion in 
his architecture came from his understanding and love of music, and stated that "like 
the proportion of music, architecture must also have a proportion".2 His 
contemporary and friend H.Th.Wijdeveld alluded to Dudok’s love of music in his 
encouraging remarks about his drawings of 1924 for the Hilversum Town Hall in a 
review of the proposed building in Wendingen in 1924, remarking "around the Town 
Hall of Hilversum there float musical notes full of promise".3
Dudok first chose a military career. He received his training not as an architect but 
as a military engineerjoining the Royal Military Academy at Breda in 1902. Dudok 
was commissioned as a lieutenant-engineer of the Engineering Corps and whilst in 
various engineering regiments in the Netherlands he immersed himself in private 
study of architecture. He remained in the army until 1913, and for the next two years 
he was Engineer and Deputy Director of the Public Works at Leiden.4 His most 
notable buildings designed during this period were the Openbare Lagere School, a 
primary school now demolished, and the Hogere Burger School (H.B.S.) 1913-17 
[HI. 24], a modem secondary school for boys. Dudok designed two projects in 
cooperation with J.J.P. Oud at Leiden, public housing at Leiderorp, 1914-15,5
2 Cited by J. Bordewijk in "Dudok, the speaker," in Robert Magnee (ed), Willem M. Dudok 
(Amsterdam: G. van Saane "lectura architectonic", 1954), p. 46.
3 H.Th. Wijdeveld, Wendingen, 1924, Vol. VI, No. 8, p. 2.
4 Dudok was appointed Engineer and Deputy Director o f the Public Works Department on 20 
February 1913 according to Donald Langmead in Willem Marinus Dudok, A Dutch Modernist, A 
Bio-Bibliography (Westport: Greenwood Press, 1996) pp. 19-20.
5 Robert Magnee (ed ), op. cit., also attributes the offices o f the Leidse Dagblad, a commission as a 
private architect to this period at Leiden. Both Donald Langmead and Herman van Bergeijk
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demolished in 1978, and the office of Leidse Dagblad 1916-17 [111. 25], The latter 
was designed after Dudok had commenced his engagement at Hilversum.
In 1915, Dudok, aged thirty one, was appointed Director of Public Works at 
Hilversum and the position was changed to Town Architect in 1928.* 6 He maintained 
a professional relationship with Hilversum until his retirement in 1954 and 
subsequently engaged in private practice until 1967.
Hilversum is a small town about twenty kilometres from Amsterdam. In 1918 
Dudok designed its town plan as a garden city [ill. 26a]. This work brought him 
professional recognition within the Netherlands as a leading modem Dutch architect 
and town planner. This work at Hilversum also made him known internationally as 
an architect and town planner. In the History o f Modern Architecture, 1971, 
Leonardo Benevolo identified Dudok and his work at Hilversum as one of the main 
examples of experimentation in modem architecture.7
Dudok's contribution to the planning and architecture of Hilversum came not only 
from the town plan of Hilversum but also from over seventy public buildings he 
designed to form integral components of the plan. They included public housing 
schemes, educational buildings (twenty seven of them ranging from kindergartens to
attribute the Leidse Dagblad building to the time when Dudok was Director o f Public Works,
Hilversum. Donald Langmead, Willem Marinus Dudok, A Dutch Modernist, A Bio-Bibliography
op. cit., p. 233. Herman van Bergeijk Willem Marinus Dudok: Architect-stedebouwkundige
(Naarden: V+K Publishing/Immerc, 1995), p. 147.
6 Donald Langmead, op. cit., p.238.
7 Leonardo Benevolo, History o f Modem Architecture (London: Routledge & Kegan Paul,
1971), pp. 462-471.
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secondary schools), an abattoir, two cemeteries, and his most acclaimed and 
canonised building, the Hilversum Town Hall, 1931 [111. 2].
Dudok also worked as a private architect. Some of the most important examples of 
his modem architecture were private commissions, such as the Villa Sevensteijn at 
The Hague, 1920-21 [III. 23], the Dutch Student Hostel in the Cite Universitaire, 
Paris 1926-38 [111. 20], De Bijenkorf Store in Rotterdam, 1929-30 [Ills. 16-19], and 
the Municipal Theatre at Utrecht 1938-41 [111. 22],8
Dudok was commissioned as a town planner to design schemes for other cities as 
well as Hilversum. These were extension and reconstruction schemes for The Hague 
in 1933 and 1945, Wassenaar 1934-37, Velsen 1945-48, development plans for 
Ijmuiden and Voorburg 1948-50, and an unrealised development plan for Zwolle 
1948-1953 [111. 25c].9
Dudok's career, combining both architecture and town planning, presented the ideal 
modernist project in practice. Hilversum, with its garden city plan and Dudok's 
architecture, was one of the key locations in Europe after World War I where 
modem town planning and architecture could be observed to work in unity, 
successfully combining two different professional approaches. The practice of 
architecture was traditionally individualistic and Dudok's practice in many ways 
exemplified this approach, whereas town planning required the coordination of
8 The Villa Sevensteijn was designed for Mrs. A M. van Erk-Bouma by Dudok with 
Hendrik Wouka, an architect from The Hague. They both contributed to the design o f the 
interiors. Wouka designed the cover o f Wendingen, 1928, Vol. DC, No. 1, an issue devoted to 
Dudok.
9 Donald Langmead, op. cit. pp. 240-251.
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professionals. At Hilversum Dudok was able to control both these approaches, and 
his success in doing so is evident in his creation of well-planned municipal areas 
with integrated buildings.
Dudok As a Town Planner
Modem Dutch architecture of the early twentieth century is better understood in the 
context of contemporary Dutch town planning. In 1901 the Wohingwet (Housing 
Law) was passed. It required that every city with a population of 10,000 or more to 
prepare a comprehensive town plan indicating areas for slum clearance and areas for 
new housing construction. Housing standards were to be established by municipal 
authorities who would be responsible for seeing that they were complied with, and 
who were empowered to construct low-cost housing for workers.10 In 1920 
significant changes to the Housing Act extended these municipal powers and the 
building programme greatly increased. In the next decade fifty thousand new 
dwellings were built in the Netherlands.
A number of important modem Dutch architects were engaged as town planners 
to design both the town plan and the public housing for these municipal schemes 
required by law. One of these, J.J.P. Oud, was engaged as the chief housing 
architect for the City of Rotterdam, a role similar to Dudok’s. Oud's 1924 design for 
a single row of public housing for the Hook of Holland was completed in 1927 
and it has become widely recognised as an outstanding example of modem 
architecture. This commissioning of town planners and architects produced a 
diversity of modem architectural solutions for Dutch public housing. Giovanni
10 Donald Grinberg, Housing in the Netherlands 1900-1940, Delft: Delft University Press, 1982, pp. 
33 - 42.
54
Fanelli supports this view, claiming;
"In discussing the history of modem architecture in Holland the individually 
important works cannot be considered separately; rather, they must be 
viewed in the context of an architectural and town planning culture, diffuse 
to such an extent as perhaps not to be found in any other country."11
Dudok believed that the town plan gave architecture its fullest expression.
Individual buildings presented a different problem if they were looked at as
separate entities, removed from their streetscape, landscaping and town plan of
which they form an integral component. Dudok equated the relationship between
town planning and architecture to that between the orchestra and music;
''....as the orchestra is the most beautiful instrument for music, the town 
is the most beautiful edifice to architecture. This development, however 
recent, already shows every sign of being an evolution."12
In 1961 Dudok elaborated on the relationship between town planning and
architecture again with a musical analogy:
"I should say a good city planner is in principle the architect. Once Berlioz 
or Wagner said, when they asked him, 'What is the finest instrument?’ he 
answered, 'The finest instrument is the orchestra' In the same way, I say 
the finest building is the city. Understand what I mean? Then the city is 
an architectural problem. Of course, there must be a teamwork with 
engineers and different businessmen and financiers and all things. But the 
conductor, that is the architect, because it is an architectural problem."13
Dudok thought that town planning would only be revived if it was given the same 
kind of innovation that had changed architecture from the end of the nineteenth
century.14
I! Giovanni Fanelli, Architettura moderna in Olanda 1900-1940 (Florence: Marchi & Bertolli, 
1968), p. 339.
12 Cited by J. Bordewijk, "Dudok, the speaker,H in Robert Magnee (ed), op. cit., p. 48.
13 Interview with Dudok 1961 by John Peter, in John Peter, The Oral History o f Modem 
Architecture (New York: Abrams, 1994), p. 278.
14 J. Bordewijk in Robert Magnee (ed ), op. cit., pp. 46-47. Since Dudok did not wish to speak
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Dudok's Town Planning Schemes at Hilversum 
The General Development Plan 1915-192715
The Expansion Plan for Hilversum, 1916-18, [111. 25a] presented Dudok with the 
opportunity to put his town planning theories into practice. At this stage most of his 
ideals were an extension of the ideas of Ebenezer Howard, who had from 1898 
influenced the development of Hilversum, which had expanded rapidly after its 
connection by rail to Amsterdam.16 Dudok maintained that the city should never 
exceed a population of one hundred thousand.17 His initial 1918 expansion plan was 
designed on the premise that Hilversum should be economically independent of a 
commuter population. To this end he envisaged that new industries would be 
encouraged and established in industrial zones, separated from workers’ housing by 
green areas, which would be protected and maintained.18 They would surround 
Hilversum as a natural barrier, controlling its development. Dudok’s desire to 
preserve "the rural" was one of the foremost considerations of his town planning 
schemes. He stated
"I want to consider the task of the town-planner from the standpoint from 
which it is generally not viewed, i.e., first of all from the rural point of view, 
and then from the urban. For I think that the sound preservation of the land, 
as far as possible, is a question of great national interest.’’19
about architecture, Bordewijk wrote what he believed Dudok would have said.
15 See Herman van Bergeijk, Willem Marinus Dudok - Archiiect-stedwebcnwkundige 1884-1974, 
op. cit., for dates of Dudok's town planning schemes.
16 Donald Grinberg, op. cit., p.63.
17 Dudok: Arquitecto de Hilversum 1884-1974 (Madrid: 1988), Exhibition Catalogue, p. 11.
18 Willem Dudok, "Forty Years o f Hilversum," Town and Country Planning, p.518.
19 "A.A. General Meeting," op. cit. p. 5.
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The Expansion Plan 1929-19352{)
The establishment of Dutch Broadcasting and Philips Telecommunications as the 
main industry in Hilversum led to further expansion of the town. Dudok attached 
great importance to establishing a relationship between the town as a whole and its 
surrounding countryside; most significantly, he fervently maintained that the 
countryside needed protection against the uncontrolled expansion of the cities.21 In 
his position of Chairman of Centrale Schoonheidscommissie van het Gooi (The 
District Central Committee of Beauty), he warned against the growth of the town 
and the subsequent loss of the surrounding countryside. Dudok’s expansion plan of 
1933, [111. 25b] called the Termination Plan, represented his ideal garden city, one 
that preserved the natural landscape of Hilversum's surrounding countryside in fact, 
he saw land retention of the as the principal raison d'etre of a flourishing 
municipality. The public buildings were planned as the central structures from 
which his triangular urban areas spread out, such as in the Fifth Municipality. 
However, after World War II Hilversum expanded its boundaries, and increased the 
allowable heights of buildings.
Hilversum is the most widely acknowledged of Dudok’s town planning schemes. 
Others not previously mentioned include his post World War II projects: the 
Rebuilding Plan, Structure Plan and Development Plans for Ijmuiden and Voorburg 
1947-1956, and the Town Plan for Velsen 1949-1965 with Robert Magnee. 
Hilversum is an important example of garden city planning where Dudok was able
to transform the major ideas behind Berlage's planning into modem modalities:
20 Hans van Grieken in Max Cramer, Hans van Grieken and Helen Pronk, W.M. Dudok 1884-1974 
(Amsterdam: Stitchtmg Architectuur Museum, 1980), pp. 141-144 for Dudok's town planning 
schemes and their respective dates. English translation in text.
21 Giovanni Fanelli, op. cit., p. 354.
57
"He changed the previous formal notion of enclosed blocks to open ones, 
symmetrical layouts where space was hampered by the need for exact minor 
repetition, to asymmetrical groupings scaled according to their different 
functions."22
The Dutch preference for low-rise dwellings enhanced the influential role that the 
garden city ideas played in the 1920s and 1930s. Donald Grinberg claimed that the 
"garden city ideals significantly influenced the development of Hilversum under 
Dudok's leadership," but considered that the "bridge between the garden city ideal 
and Nieuwe Zakelijkheid [New Objectivity] as more noteworthy."23 The Dutch 
traditionally had had low-rise housing and garden city planning added to this open 
space for each family, and a planned relationship between individual dwellings and 
community amenities. The Nieuwe Zakelijkheid architects wanted an open planning 
and a boldness in the placement of the housing, for example, Johannes Duiker's 
proposal in 1930 for Hoogbouw featured high rise buildings which consequently 
enabled large areas of open space for all.24 The 'bridge' between Dudok and Nieuwe 
Zakelijkheid is in this desire for open space within the city.
Dudok as an Architect
Dudok's architectural career spanned a long period, commencing from his early 
works in 1907-1916 to his work in private practice in the late 1960s. The most 
significant period of Dudok's architecture was between 1924 and 1931, and many of 
the public buildings he designed at this time for Hilversum were among his best 
examples of modem architecture. His most influential phase of architecture in
22 Leonardo Benevolo, op. cit., p. 467.
23 Donald Grinberg, Housing in the Nether lands 1900-1940, Delft: Delft University Press, 1982, p. 
63.
24 Ibid, pp. 119-121. Johannes Duiker's and J.G. Wiebenga's scheme for Hoogbouw 1927-1930, and 
Private sector housing, Nirwana Flats, The Hague, are illustrated.
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places outside the Netherlands, including Australia, occurred between 1927 and 
1931, and is discussed in greater detail in this thesis than his other periods since 
these works are considered to be the most influential.
There were discernible changes in Dudok's architectural style during his career and 
seven main phases have been determined. The influences, affiliations to 
architectural groups and changes in style are outlined to give a brief overall account 
of his architectural career.
1907-1915 Berlagian
Dudok's early works displayed the influence of Berlage, in particular his Stock 
Exchange, 1896-1903, at Amsterdam [111. 65]. The alternation of stone and brick 
was a characteristic of Berlage's architecture which Dudok adopted. For example, it 
was evident in the following works, an unexecuted design for The Watchman's Hut, 
1907-08, in part of his design for Infantry and Ancillary Buildings, and in the Guard 
House for Military Barracks, 1912. Dudok's interest in the crafting of materials can 
be discerned in these early works, and persists in his later work; for instance, in his 
dwellings for Military Veterans at Den Helder, 1909-1912, Dudok enlivened the 
plain brick facade by applying a few small red stone and sandstone decorations. This 
acknowledgment of Berlage is also evident in the facade composition, particularly 
its three indented arched windows.25
25 Herman van Bergeijk, Willem Marinus Dudok - Architect-stedwebouwkutidige 1884-1974, op. 
cit., p. 129.
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1916-1919 Amsterdam School
Dudok's interest in the craftsmanship of materials is evident throughout this next 
phase, and becomes an important characteristic of his architecture and exemplifies 
most clearly his affinity with the Amsterdam school. Such affinity is apparent in the 
many decorative elements of the brickwork and the use of ornamental ironwork.26 
During this period Dudok began to develop distinctive brick joints, which eventually 
became a dominant and influential feature of his architecture. As he devoted more 
attention to the details of the facades his functional forms become less rigid. This 
can be seen in the Leidse Dagblad Building at Leiden, 191727 [111. 25], in a 
Monument in Hilversum, 1917, and in the Geranium School, Hilversum, 1917-18. In 
June 1916 Dudok and J.J.P. Oud were engaged to design an office building and 
associated works for Leidse Dagblad Limited. However, Dudok carried through the 
design of the project by himself.28 His keen attention to materials and their 
craftsmanship can be seen in its facades with their combinations of different types 
of brickwork, tall stained glass windows, cast iron ornaments and rooster shaped 
decorations at the rear of the building. The sources of this phase of Dudok's 
architecture came not only from the Dutch tradition and the Amsterdam School, but 
also from the English Arts and Crafts movement.29
2b The expressionist architecture of the Amsterdam School and Dudok's relationship to it are 
discussed further in this chapter under Dudok and Contemporary Dutch Architecture.
27 Leidse Dagblad was a newspaper distributed in Leiden.
28 Herman van Bergeijk, Willem Marinus Dudok: Architect- stedebouwkundige 1884-1974, op. cit., 
p. 147.
29 See Joost Meuwissen, "Reflexion: Dudok en Lutyens, nieuwe kracht van de ambachtelijke 
architectuurtradititie", Plan 4 / 1981, pp. 13-18, for a discussion o f Dudok and the English Arts 
and Crafts movement with an emphasis on the relationship between Dudok and Lutyens. English 
translation by S. Donnelly and C. Hardwick.
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1920-1922 DeStijl
Dudok's important work at the beginning of the 1920s indicates his strong interest in 
the interplay of geometric volumes. Connections between his architecture and that 
of De Stijl and the work of J.J.P. Oud are obvious. However, Dudok's use of 
geometrical volumes takes on a firm solidity and examples of can be seen in the 
Sevensteijn House at The Hague, 1920-1921 [111. 23], the Dr. Bavinck School at 
Hilversum, 1920 [111. 59] and the Municipal Bath-house at Bosdrift, Hilversum, 
1920-1921 [HL 57] with its distinctive symmetrical design and its centrally 
positioned dark brick chimney on which Dudok commented in 1926: "the chimney 
is, as its most characteristic part, situated between the two entries in such a way that 
it also becomes an ornamental element of the building."30
1923-1929 Romantic Cubist
This period marks the height of Dudok's architecture. It was described in broad 
terms by the Dutch architectural critic J.Vriend as "romantic cubist".31 The abattoir 
at Hilversum [111. 58] designed in 1919 was constructed during this period in 1923- 
1924, and it was Dudok's last building before he completed the final design for the 
Town Hall. The abattoir had an asymmetrical, interlocked massing, and its different 
functions were distinguished by different heights. This building clearly impressed 
Alfred Barr, who was then Director of the Museum of Modem Art, New York, and 
described it as a "more original and important contribution to architecture than 
anything in New York".32 Dudok's final design for the Hilversum Town Hall, which
30 Willem Dudok, "Woningcomplexen te Hilversum," Tijdschrift voor Volkshuisvesting en 
Stedebouw, 1926, no. 6. pp. 111-116, cited in Herman van Bergeijk, Willem Marinus Dudok: 
Architect- Stedebouwkundige 1884-1974, op. cit., p. 165.
31 J.Vriend, Wendingen, Vol. VIII, No. 2, 1927. p. 4.
32 Alfred Barr, "Dutch letter", The Arts, Vol. 13, 1928, pp. 48-49.
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was approved by the Town Council in 1924,33 displayed a refinement of the solidity 
of the geometrical marking his earlier architecture; here he produced more complex 
interlocking forms, reaching a zenith in the massing of this monumental building.
Dudok continued to design his buildings in brick, maintaining in this choice of 
material his connection with traditional Dutch materials. However, he used non- 
traditional bricks, designing their size and colour especially for each project, such as 
the narrow yellow bricks of the Hilversum Town Hall. His architecture began to 
display a strong horizontal emphasis, which in many of his buildings he further 
emphasised by his use of brickwork, in particular by the use of a "Dudok" brick, 
which was longer and narrower than the standard one. Furthermore, to accentuate 
the horizontality he exploited brickwork techniques, such as the raked-out bed joint 
and the thick bed joint.
The journal Wendingen dedicated an issue to the Hilversum Town Hall in 1929. 
Dudok's contemporary, Dutch architect H.T. Zwiers, assessed the building within 
the context of Dutch modernism and considered it to be the outstanding Dutch 
building of the period:
" The meaning of this building instead lies in its special and thoroughgoing 
flawlessness. It is a perfection that virtually no other Dutch building has 
managed to obtain...The fact that a building such as the Hilversum Town 
Hall should emerge in this era of dilettantism, sober uniformity and spiritual 
poverty is to be thanked, even though one would [have] done it differently."34
In Zwiefs characterisation of modernism as soulless, the Hilversum Town Hall is
represented as a saviour.
33
34
Herman van Bergeijk, Willem Marinus Dudok: Architect- stedehouwkundige 1884-1974, gives 
the date o f  approval by the Hilversum Council as 25 November 1924, op. cit. p. 177.
Henry Zwiers, "Bij het Raadhuis van Hilversum," Wendingen Vol. XL, Nos. 11-12, 1930, pp. 2-3.
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1930-1939 Simplified Massing
Dudok's architecture became more simplified in this decade. He articulated the
importance of his massing in his designs and its significance to his changing view on
the position of decoration in his architecture, arguing:
"I am at an increasing rate relinquishing all exterior and superfluous 
decoration in my designs....the effect of the masses itself must be 
decoration enough."35
Although this became apparent in Dudok's design of public buildings it was not the 
case with his housing. Towards the end of the 1930s his architecture began to 
display certain affinities with the Nieuwe Bouwen (New Functionalism) particularly 
in the external form. These became more pronounced in his work after World War 
II. It was already evident in the HAV Bank at Sciedam, 1931-35, and the Municipal 
Theatre in Utrecht, 1938-41.
1940-1946 World War 11
Dudok was engaged on five architectural projects and one town planning scheme, 
the design of the Core Plan for Hilversum including the rebuilding of three buildings 
during World War II. The buildings included the Esso Service Station and small 
shop at Hilversum 1940-1941, and the Offices for De Nederland van 1845 at 
Rotterdam, 1942-1952.
1947-67 Nieuwe Bouwen
Dutch architecture after 1945 was characterised by two markedly distinct groups: the 
Nieuwe Bouwen and the Delft School. The uniformity of the Nieuwe Bouwen was 
discernible in Dudok's architecture after the end of the war. His buildings of this
35 Hans van Grieken in Max Cramer, Hans van Grieken and Helen Pronk, W.M. Dudok 1884-1974 
(Amsterdam Stitchting Architectuur Museum, 1980), p. 143. English translation in text.
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period had lost the individual mark of his earlier architecture, and became in general 
less distinct from other examples of the style. After 1954 Dudok was in private 
practice. Examples from this period are the Harbour Building (Havengebouw) at 
Amsterdam, 1952-1965, the Central Bureau of Statistics building at Voorburg, 1956, 
and the Zaanstaad Office Building (Kantoorgebouw) at Amsterdam, 1962-64. The 
bland uniformity of these buildings is typical of much modem architecture of the 
1950s and 1960s.
DUDOK/ARCHITECTURAL MODERNISM 
Dudok's Theoretical Position on Modernism
Dudok stated that he never took on the dogma of modernism and that his
architecture deployed forms that were outside the "strict limitations" of modem
architecture.36 He developed his own personal style of modem architecture and
rejected the idea that there was only one architectural solution which should be
adhered to, desiring instead to develop an architecture based on an individual
solution. He designed buildings that would become part of their immediate
surroundings and were related to their social and cultural context. Dudok
maintained that an architect should respond sympathetically to the relationship
between new buildings and their environment:
"The architect, building in an existing town, acknowledges as one of the first 
demands that his work should express a relationship to its surroundings.”37
This approach to design is exemplified in his design of the Orangeschool, 1922-23, a
primary school in inner Hilversum Fifth Municipality. In this building Dudok
incorporated the tiled roof and the brickwork characteristic of the houses of that
36 Cited by G. Stuiveling, MA written portrait," in Robert Magnee (ed ), op. cit., p. 12.
37 Cited by J. Bordewijk, in Robert Magnee (ed ), op. cit., p. 48.
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district [111. 38],
Dudok supported the simplification of spaces in modem buildings. Generally his
architecture, through its solidity and groundedness, was concerned with the
enclosure of space, rather than with space flowing freely from the interior to the
exterior. Dudok liked the spatial qualities of the Baroque period:
"The Baroque period ... was a beautiful game of space. There is an 
enormous difference between the Baroque buildings and the modem 
buildings because in a modem way we use the finishing of the space, 
the enclosure of a space, only in a secondary way, mostly to enclose.
The simpler you do it, the more expressive the space is."38
When it came to the use of the new materials and forms of construction Dudok did
not accept the thesis that a structure had to be visible to be honest. Many of his
buildings had their structure disguised and clad with bricks. He said:
"Why should visible construction be considered as honest work? An idea 
which, when I was young, was ventilated by many architects, [but] has never 
become clear to me. It is neither necessary nor important that construction 
should always be visible. Such is not the case in nature. No one would deny 
the efficiency or the beauty of the human body because the skeleton is not 
outwardly visible."39
However, in Dudok's De Bijenkorf at Rotterdam, 1929-30 [Ills. 16-19] he displayed 
a confident use of the new materials and its large expanses of plate glass illustrate a 
most striking example of the use of the glass wall.
In the debate on the lack of surface decoration as an essential element in a modem
building, Dudok contributed this comment in hindsight:
"Forty years ago there was a man, a great man, Loos-Adolf Loos- who 
believed that ornament is a crime. I am not at all of that opinion because 
I think ornament is so elementary in the human desire. I once said that 
ornament is the condensed joy of life."40
38 Interview with Dudok, 1961 by John Peter, in John Peter, op. cit., p. 66.
39 Ibid. p. 24. Similar quotation cited in G. Stuiveling in Robert Magnee (ed ), op. cit., p. 12.
40 Interview with Dudok ,1961 by in John Peter, in John Peter, op. cit., p. 66.
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Dudok's Political Position
Dudok did not declare any specific political position, but he certainly supported the 
modernist idea that the working classes should be housed in well designed buildings 
within the framework of a planned community. A brief outline of the general 
political/economic situation which prevailed in the Netherlands from the beginning 
of the twentieth century is required here, to provide the background to Dudok's 
work. Since the Netherlands was not directly involved in World War I, its cities did 
not need radical rebuilding, and in general its building production continued free 
from war crises although somewhat restricted.
Capitalism, in relation to real estate assumed a different role in the Netherlands 
compared to its impact on other European countries. Both the scarcity of land and 
the poor quality of the soil make all development costly. Its town planning laws of 
1901 and their subsequent modifications produced housing developments that 
related directly to zoning plans, and made local government responsible for 
providing housing. Accordingly, Dutch capitalists provided relatively little finance 
to real estate projects, housing schemes were often public, and there were numerous 
workers' cooperatives. Further, Dutch capitalists supported expropriation laws rather 
than contest them as capitalists in other European countries did.41 From 1918 the 
Dutch state intervened in the building industry with subsidies supporting as much as 
seventy five per cent of the total production. It is reasonable to assume that any 
architects and town planners commissioned by municipalities would have been 
assumed to be supportive of the local socialist and co-operative governments. It is 
likely therefore that governments commissioning Dudok would have regarded him
41 For a further explanation o f  the relationship between land ownership and development see 
Giovanni Fanelli, op. cit., pp. 342-345.
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and that the pleasing aesthetics of it would improve their hard lives. This view
certainly falls within the general modernist canon:
’’Socially speaking it is of the utmost importance that modem 
architecture obtains aesthetical results with the most simple means and also 
that certain pure conceptions about beauty in architecture have originated 
and gained foothold. Consequently although it will, as yet, meet with much 
prejudice, misunderstanding and even hostility, it will succeed in being 
understood by the people and by all those who have to work hard to obtain 
the most essential things.”44
Although Dudok was engaged as an architect for a number of private commissions, 
his professional life was essentially that of a public servant. We may assume that he 
thought he could make a more valuable contribution to Dutch society through his 
buildings and town planning schemes by providing housing for working people in 
well-planned cities.
DUDOK'S RELATION TO THE IMMEDIATELY PRECEDING 
ARCHITECTURE IN THE NETHERLANDS
Henry-Russell Hitchcock proclaimed Hendrik Petrus Berlage as the father of all
modem Dutch architects.45 Berlage's career spanned the critical years for the
development of modernism from the 1880s to the 1930s. In 1935, Edoardo Perisco,
in Casabella, made a plea for him not to be judged by twentieth century modernism
but rather to understand his work within its time context. He suggested that Berlage
"... should not be judged by standards of'rationalism,' but with a subtle 
understanding of his role as a mediator between the 'ancients' and the
'modems'.”46
In November 1911 Berlage visited the United States. During his two month stay
44 G. Stuiveling in Robert Magnee (ed ), op. cit. p. 11.
45 Henry-Russell Hitchcock, Modern Architecture: Romanticism and Reintegration (N ew  York: 
Hacker Art Books, 1970), Chapter 10, "The N ew  Tradition in Holland" pp. 119-128.
46 Edoardo Perisco, "L'ultima opera di Berlage," Casabella, Voi. V ili No. 93, September 1935, p. 
7.
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there he inspected the important early modem work in Chicago of Louis Sullivan. 
Perhaps more important were his visits to Frank Lloyd Wright's buildings. Berlage 
felt "an intellectual and cultural affinity" with Wright.47 He liked the fact that 
Wright's work maintained a connection to the past, revealing him as a man "who had 
freed himself from tradition without severing his ties with the past, who does not 
imitate the past but understands it as a historic phenomenon".48 On his return to the 
Netherlands, Berlage was responsible for making Wright's work more widely known 
through his formal and informal talks about it to many Dutch architects.
The Stock Exchange at Amsterdam, 1896-1903 [III. 65J, is a significant building 
which exemplifies Berlage's skilful use of materials, and its modem design is 
evident in the emphasis on structure, in contrast to this building is his 
Gemeentemuseum at The Hague, 1919-1920 and 1928-35, for which Berlage 
adopted a cuboid massing to create a more modem building.
Of all Dutch architects Berlage certainly exerted the most influence on the early 
phase of Dudok’s architecture, and Dudok acknowledged this.49 The Secondary 
School at Leiden, designed by Dudok in 1913-1917, exhibits Berlage influences in 
its exposed brick-work and rounded exposed brick arches. At that time the thirty two 
year old Dudok was already on friendly terms with Berlage, who was revered by the 
Dutch architectural profession, and Dudok particularly admired Berlage's craft-like 
approach to materials, especially brickwork. The skilful and creative use of
47 Giovanni Fanelli, "Unity Within Diversity: The Architecture o f Berlage," in Sergio Polano (ed), 
Hendrik Petrus Berlage Complete Works (New York Rizzoli, 1988), p 19.
4K H P. Berlage, "Amerikaansche Reisherinneringen", 1912, p. 175. Berlage's memoirs of his trip to 
America Cited in Sergio Polano (ed ), Hendrik Petrus Berlage Complete Works op. cit. p. 24. 
Willem Dudok, "The Royal Gold Medal", Journal o f the Royal Institute o f British Architects,
April 1935, p. 687.
49
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brickwork in Berlage's buildings, for example in the interior of the Stock Exchange 
of Amsterdam, 1903 [111. 65], became an essential ingredient of Dudok's 
architecture. Berlage, in his rejection of nineteenth century eclecticism, sought an 
"honest awareness of the problems of architecture" and considered the plastering of 
walls as tantamount to falsification.50 Berlage's search "for an honest awareness" in 
architecture placed him in line with modernist philosophy, a position he rejected, 
but his buildings display a 'modernist' structural honesty, not evident to the same 
extent in Dudok's work.
Mies van der Rohe declared that Berlage's Stock Exchange in Amsterdam taught
him the "truth" of clear construction and use of materials:
"Berlage was a man of great seriousness who would not accept anything that 
was fake and it was he who had said that nothing should be built that is not 
clearly constructed. And Berlage did exactly that. And he did it to such an 
extent that his famous building in Amsterdam, The Beurs, has a medieval 
character without being medieval. He used brick in the way the medieval 
people did. The idea of a clear construction came to me there, as one of the 
fundamentals we should accept. We can talk about that easily but to do it is 
not easy. It is very difficult to stick to this fundamental construction, and 
then to elevate it to a structure."51
DUDOKAND CONTEMPORARY DUTCH ARCHITECTURE
The second two decades of the twentieth century were an exciting period in Dutch 
architectural modernism. The Netherlands modernists made major contributions to 
the new architecture. Among the groups and individuals working at this time there 
were dominant two movements which have been seen as predominant and in 
contradistinction. The exuberant expressionist architecture of the Amsterdam School 
was followed by the constructivist De Stijl work. The concurrent work occurring in
50 Sergio Polano (ed ), Hendrik Petrus Berlage: Complete Works (New York: Rizzoli, 1988), p. 24.
51 Cited in Peter Carter, "Mies van der Rohe," Architectural Design, March 1961, p. 97.
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Holland at the beginning of the twentieth century has been categorised as either 
traditional or radical32. In this analysis the expressionist Amsterdam school, 
including the work of Michel de Klerk, Piet Kramer and others, is seen as following 
on from Berlage in the traditions of vernacular architecture. By contrast, the work of 
the De Stijl group, including Theo van Doesburg, Gerrit Rietveld and J.J.P. Oud, 
was seen as a radical departure from that tradition. The architects of this group, in 
particular Theo van Doesburg, had a well formulated collective theoretical stance.
The designs and ideas of each group were disseminated in their respective 
journals. Wendingen, representing the Amsterdam School was an important journal 
and Dudok was on its editorial committee for a time. He was also a contributing 
author, and his buildings were the subject of articles, indeed of whole issues. De 
Stijl was the journal for the group of the same name.
The Amsterdam School
It could be argued that Dutch architecture was dominated in the decade 1913 to 
1923 by the Amsterdam School, exemplified by the architecture of Michel De Klerk, 
Piet Kramer, Staal, and T. th. Wijdeveld.
The Woningwet [Housing Law] of 1901 gave rise to large scale public housing 
schemes, many of them designed by exponents of Dutch expressionist architecture. 
These examples of this style of architecture were of a large size not seen elsewhere 
at this time or since then. Dutch expressionist architecture was characterised by the
use of brick and tilework, and idiosyncratic forms. These traditional materials of
52 Reyner Banham, Theory and Design in the First Machine Age (Cambridge, Massachusetts: The 
MIT Press, 1980), p. 163. See pp. 163-200 for further discussion on these two movements and 
Fanelli, op. cit. pp 350 - 353; 355 - 363; English translation in text.
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Dutch architecture were incorporated in an exciting new manner often with an 
emphasis on intense texture and with vertical elements which had a strong visible 
presence in the townscape. All these elements were deployed in 1917 in a fine work 
by Michel de Klerk in the Zaanstraat public housing scheme in Amsterdam [111. 66], 
However, with the death of Michel de Klerk in 1923 the Amsterdam School 
lost most of its impetus.
Dudok acknowledged his debt to the Amsterdam school, especially in two of his 
earlier works of 1916 -17: the Monument in De Brink and the Leidse Dagblad 
building where the joyous elements of expressionism are present. In 1930 the 
Director of the Housing Services in Amsterdam, A. Keppler, invited Dudok to
design a building for the elderly. Van Bergeijk states:
’’Keppler was of the opinion that the Amsterdamse School had had its golden 
era, and he wished in no circumstance that the 'International Art of 
Building' should acquire too much influence.”53
Dudok’s design did not resemble the Hilversum Town Hall as was hoped54 but
contained several characteristics of the new architecture.
Nieuwe Bouwen, Nieuwe Zakelijkheid
Nieuwe Bouwen [Functionalism] and Nieuwe Zakelijkheid [New Objectivity] 
were the Dutch terms for the modem movement in the Netherlands. Nieuwe 
Bouwen is the more commonly used one. Two architects' groups, Opbouw which 
was established in Rotterdam in 1920 and De 8 which was later started in 
Amsterdam in 1927 represented the Netherlands at C.I.A.M. in La Sarraz in 1928.
53 Herman van Bergeijk, Willem Marirtus Dudok: Architect- stedebouwkundige 1884-1974 op. cit,
p. 122.
54 Ibid.
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Dudok was not part of either of these two groups and his work developed in a 
personal manner establishing him as an individual in the modem movement in 
Holland. Johannes Duiker was a most accomplished architect of Dutch 
functionalism and his contribution to Nieuwe Zakelijkheid considered to be of "the 
highest order. ”55 Two of his major works were located at Hilversum.56 The 
Zonnestraal Sanatorium designed in collaboration with Bernard Bijvoet from 1926 
to 1928, and with a further project for servants' quarters added in 1932, was a 
significant example of modem architecture. It consisted of one central building and 
four free-standing ward blocks. Unlike the predominant brick architecture of Dudok 
at Hilversum, it was constructed with a reinforced concrete frame, with industrial 
glazing for the wall infills. One of Duiker's last buildings, before his premature 
death in 1935, was the Gooiland at Hilversum of 1934 to 1935, a hotel, restaurant 
and theatre complex; with a design based on functionalism.
The Delft School formed a counterpoint to Dutch Functionalism. Seeking inspiration 
from the past, it used elements from Dutch seventeenth and eighteenth century 
architecture such as stepped gables and rounded arches.
D eS tijl
"About 1916 van Doesburg and I [J.J.P. Oud] had by reason of our mutual 
love for modem painting, made each others acquaintance. We both lived in 
Leyden. At first we founded a society for modem art 'De Sphinx'. Later the 
thought came to us, after endless walks and discussions, to found a journal. 
This was De Stijl. Mondrian, Kok and Huszar became co-founders."57
in 1917 an assortment of Dutch painters, architects, sculptors and others came
Giovanni Fanelli, op. cit., p. 360.
Two other important architects of this group Mart Stam and Van der Vlugt were briefly discussed 
in Chapter Two. Duiker had a short career, 1920 to 1935, and surprisingly did not feature in 
accounts given by Australian architects of their travels to Hilversum.
7 J.J.P. Oud, "The Work and Writings o f J.J.P. Oud", Architectural Design, 1963, p. 308. The text 
o f a retrospective essay for Jahrbuch 1957, Year Book o f the Free Academy o f Arts, Hamburg.
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together despite their mutual differences, to form the De Stijl group. The
Netherlands, as neutral territory in World War I, provided the ideal place for this
avant- garde group to form. The journal De Stijl, which Theo van Doesburg claimed
to have founded in 1917, demanded a new objectivity.58 its Manifesto 1 put forward
nine points, commencing with:
" 1. There is an old and a new awareness of the times.
The old one is connected with the individual.
The new one is connected with the universal.
The struggle of the individual against the universal is becoming apparent in 
our warring world and in the art of our times."59
In its simplest interpretation De Stijl created a modem aesthetic based on
asymmetry, the square, the line and the primary colours red, yellow and blue. The
architects associated with the group were J.J.P. Oud, Jan Wils, Robert van't Hoff,
Gerrit Rietveld in 1918, and C. van Eesteren much later in 1923. In 1917 the
painters van Doesburg and Mondrian wished to transfer their abstraction in painting
directly to architecture and subsequently collaborated with the architects Oud and
Wils on projects. For example, Oud and van Doesburg worked together on De Vonk,
a holiday house at Noordwijkerhout. In contrast to the Expressionist emphasis on
subjectivity, De Stijl demanded a constructivist objectivity. In Towards A Collective
Construction van Doesburg, van Eesteren and Rietveld proclaimed in 1923:
"1. In our collective work we have examined architecture as the unity of all 
arts...and have found the consequence to be a new style...
6. By breaking out of the enclosed areas (walls etc.) we have eliminated the 
duality of interior and exterior.
7. We have given colour its rightful place in architecture, and we declare that 
painting detached from the architectural conception has no justifiable 
existence.
sx Theo van Doesburg, "The Struggle for the New Style," in W. A.L. Beeren et al, De Nieuwe 
Beelding in de architectuur. Neo-Plasticism in Architecture: De Stijl ( Delft: Delft University 
Press, 1983), p. 21. English translation given in text: "This collective need for clarification, 
certainty and organisation in the new artistic desires led me to found the De Stijl review", p. 19.
59 Theo van Doesburg, "The Struggle for the New Style," op. cit., p. 21. English translation given in 
text. The journal De Stijl was produced from 1918 to 1931.
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8. The age of destruction is over and done with. A new age starts today: the 
age of Construction."60
De Stijl, published from 1918 to 1931, was a forum for announcing the new 
directions for modem art and architecture. Theo van Doesburg was not only 
considered the "most important architect of De Stijl" but was also the collective 
member who contributed continuously to De Stijl and participated in the discussion 
about architecture and art.61
Among its architectural aims the De Stijl group opposed the perpetuation of national
characteristics in buildings. In Dutch architectural vocabulary this meant traditional
brick, thatched roofs, and tile roofs. The influence of De Stijl on Dudok resulted not
in a consistent adoption of the new materials but in Dudok's use of geometrical
volumes in some of his buildings. For example, the Municipal Baths in the fourth
housing estate at Hilversum, 1921 [111. 57], illustrates his bold composition of strong
cuboid forms. The influence of De Stijl ideas is also evident in an earlier work,
Huize Sevensteijn at The Hague, 1920 [111. 23], This suburban house was described
by a contemporary of Dudok, the Amsterdam architect, Albert Boeken:
"Here we are concerned with form, with the effect of masses, planes and 
lines, each individually and as a whole. That is why the masses, the planes 
and the lines have been kept as taut as possible and why their contrasts, their 
dimensions and trend have been accentuated to the utmost."62
60 Ibid., p. 28.
61 Henk Engel, Pietemel Fortnel and Jan de Heer, "Neo Plasticism in Architecture and Related 
Disciplines," in W. A.L. Beeren et al, De Nieuwe Beelding in de architectuur. Neo-Plasticism in 
Architecture: De Stijl op. cit., p. 38. First publication date is given as 1918 although meetings had 
commenced in 1917.
62 Albert Boeken, "Huize Sevensteyn in Park Zorgvlet te 's- Gravenhage, Architect W.M. Dudok," 
Bouwkundig Wee kb lad, 1922, no. 51/52, pp. 497- 504, cited in Herman van Bergeijk, Willem 
Marinus Dudok op cit., p. 163. Translated by Bill Ragbir Singh. Reference also made to 
Boeken's comment about the Huize Sevensteyn in Donald Langmead, W.M. Dudok op. cit., p. 28. 
"as an organisation of elementary architectonic masses, determined by practical demands", no 
reference given by Langmead.
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Although some of Dudok's early work has been associated with the Amsterdam
School, the ideas of De Stijl are evident in other early work such as the Sevensteijn
house design of 1920. Although Dudok was not party to the development of De
Stijl's theoretical position, nevertheless his work should be considered as more
sympathetic with that of these Dutch contemporaries than otherwise. For example,
one of the colour schemes Dudok used, was the red, blue and yellow colour scheme
of De Stijl. The Dutch architects who made such a significant and radical
contribution to modem architecture in the first three decades of the twentieth
century did not continue to do so throughout the 1930s and 1940s. Indeed, this
period was described by Sigfried Giedion as retrogressive. He stated:
'The retrogressive movement which occurred in Holland during the late '30s 
and the '40s has been particularly astonishing as during the '20s Holland 
undoubtedly played a leading role both in art and in architecture. This spirit 
vanished from most of its rebuilding projects -from Middelburg to 
Rotterdam - which exhibit unscientific city planning or pseudo-romantic 
tendencies."63
DUDOK AND FRANK LLOYD WRIGHT
The relationship between the architecture of Frank Lloyd Wright and that of Dudok 
is complex. It could be argued that Wright’s influence during the first two decades 
of the twentieth century was more decisive and widespread in the Netherlands than 
elsewhere. Giovanni Fanelli asserts that this was the case especially during the 
period 1910 to 1915.64 Sigfried Giedion claimed in the Charles Elliot Norton 
lectures of 1938, later published as Space, Time and Architecture, that the Dutch 
were in the best position to receive Wright's work.65 Giedion also expressed a view
63 Sigfried Giedion, A Decade of new Architecture C.I.A.M. (Zurich: Editions Girsberger, 1951), p.
2 .
64 Giovanni Fanelli, op. cit., pp. 341-342.
65 Sigfried Giedion, Space Time and Architecture (Cambridge Massachusetts: Harvard 
University Press, 1959), p. 348.
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similar to Dudok’s about the manner in which Wright's work exerted its influences.
"In the early work of several Dutch architects, and also in some projects of 
J.J.P. Oud, it was undoubtedly the stimulus that was to be found in Wright's 
work which helped them to clear a way to self realization. But it would be 
completely superficial and wrong to try to find detailed evidence of his 
influence on them, to refer in their case to models and pictures for 
similarities to his designs...Wright's real influence, his great and educative 
influence, cannot be shown in a few poor photographs; his real influence is 
that of his methods and ideas as they are reflected in his work."66
There is no question that Wright's architecture was well known in the Netherlands. 
The following were likely sources: The Berlin Exhibition of 1910, the seminal and 
extremely influential Wasmuth publications of Wright's work in 1910 and 1911, 
Berlage's visit to the United States including Chicago in 1911, and his subsequent 
lectures on his return to Holland.67
Wright's architecture received some publication in American architectural journals 
before the Wasmuth publications of 1910, and it is possible that Dutch architects 
may have seen these. An example was an article in the Boston Architectural Review, 
June 1900, on "The Works of Frank Lloyd Wright" by Robert Spencer. Nikolaus 
Pevsner further evidences Berlage's knowledge of American modem architects, 
including Wright, claiming "Berlage came to know several buildings of Sullivan and 
of Wright through the American architect W.G. Purcell in 1906."68 Purcell had 
invited Berlage in 1906 to visit Chicago and participate in an American lecture tour. 
Berlage visited America in 1910, and on returning to the Netherlands in 1911, he 
spread knowledge of Wright's buildings "to the young men of Holland" through his 
lectures, writings and personal interactions. Additionally, Robert van't Hoff had
66 Ibid.
67 Giovanni Fanelli, op. cit., p. 342.
68 Nikolaus Pevsner, The Sources o f M odern Architecture and Design (London: Thames and 
Hudson, 1969), pp. 179-180.
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been to America in 1913-1914 and had met Frank Lloyd Wright.69 Subsequent 
projects of van't Hoff transmitted knowledge o f Wright's architecture. Van't Hoffs 
programmatic housing at Huls ter Heide is the seminal example of Wright's 
influence on Dutch architecture o f this period. Dudok wrote in 1955, "In the early 
1920s in our country some houses were built by R. van't Hoff which were strongly 
influenced by Wright."70 These houses did indeed display an alikeness to Wright's 
architecture. However, they were, in fact, commenced in 1914, not in the 1920s.71 
There were two houses at Huis ter Heide, the Verloops summer house, 1914, and the 
Villa Henny, a concrete house, 1914-1919, displaying in its form considerable 
likeness to Wright's architecture.72 In the Villa Henny the relationship to Wright's 
work can be seen in the large projecting eaves and the volumes in the design. These 
houses, the only two van't Hoff designed, were illustrated in De Stijl and later 
Wendingen in 1921, and Dudok's recollection o f them being designed in the 1920s 
may relate to this. De Stijl in its fourth issue in 1919, before the completion of the 
Villa Henny, contained photographs, an illustration of its plan and an analysis by 
J.J.P. Oud of Wright's Robie House in Chicago of 1906, which is considered to be 
Wright's best expression o f the prairie masonry structure.73
69 According to Carsten-Peter Wamcke, De Stijl 1917-1931 ( Koln: Benedikt Taschen, 1991)p 
208 Robert van't Hoff was most likely to spread new ideas to Dutch architects. From 1911 to 
1914 he studied at the Architectural Association, London, and met many 'avant-garde artists’. In 
1913 his father gave him a copy of the Wasmuth Wright publication. In 1916-17 he made his first 
contacts with Theo van Doesburg and J.J.P. Oud and became a founding member of De Stijl in 
1917. According to Reyner Banham, van't Hoff was responsible for introducing J.J.P. Oud and 
Gerrit Rietveld to Wright's work when he showed Oud his collection of material on Wright. 
Reyner Banham, Theory and Design in the First Machine Age (London: The Architectural Press, 
1960), p. 154. Banham also claims that Oud knew about Wright from Berlage in 1913 or even 
1912.
7,1 Letter from Dudok to Mr. Eaton, of 4 August, 1955, held in Dudok archive at the Centre for 
Architecture Documentation, Amsterdam [Rotterdam ].
71 Dates cited by Carsten-Peter Wamcke in De Stijl for Villa Henny, Huis ter Heide, are 1914-1917 
pp 90-95, also see following footnote.
72 The Villa at Huis ter Heide was completed in 1916 and Reyner Banham claimed it to be the first 
concrete framed villa by a modem architect; Banham, op. cit., p. 168.
73 The Robie House is one of seventeen American buildings the American Institute of Architects 
has designated to be retained as examples o f Frank Lloyd Wright's architectural contribution to
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In some of Dudok’s buildings there are clearly discernible details that are also 
present in Wright's work. Donald Langmead claims that "between 1920 and 1932 
Dudok was among Holland’s most consistent and persistent followers of Wright"74 
The most notable is the rounded brick arch, which was a detail used by Dudok in 
several buildings. The arch is present in Dudok's early architecture, for example, in 
his Abattoir, Hilversum 1919- 1924 [111. 58], the arch echoes or quotes from the 
proportion and brick detailing of the brick arches used by Wright on some of his 
houses of the Chicago period, such as the Heurtley House, 1902, Chicago, and 
Cheney House, Chicago, 1904-1909. The Abattoir in its planning, its forms and the 
rounded entrance arch exhibits the closest relationship to Wright's work. A further 
element was Dudok's use of wide overhangs on roofs, many of which emphasised 
horizontality, such as the Tourist Bureau at Hilversum of 1920, now demolished, 
whose low roof had a wide overhang to provide protection to its patrons.
Dudok gained understanding of Wright's buildings from the visual knowledge 
acquired through reproductions of Wright's works. It can be reasonably assumed that 
Dudok would have seen the Wasmuth publications, but whether these represented 
his first encounter with Wright’s work is unknown. Assuming that the Wasmuth 
publications were Dudok's first visual introduction to Wright's buildings,75 then 
Wrightian influences on his buildings would date from after 1910.
Dudok's understanding of Wright's architecture was certainly expanded by the
American culture. See William Allin Storrer, The Architecture o f Frank Lloyd Wright A Complete 
Catalog (Cambridge, Massachusetts: The M.I.T. Press, 1983), p. 127.
74 Donald Langmead, op. cit., p. 28.
75 It is highly likely that Dudok would have also seen visual images o f Wright's buildings brought 
back to Holland by Berlage. However this would have been in 1911 after the initial publications 
of Wright's work in the European journals.
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reproduction of Wright's buildings in the Dutch journal Wendingen:
"You ask me whether I know Wright, how I stand towards him and whether 
he has a special influence on my work. I do not know Wright personally but I 
saw his work for the first time in the form of reproductions and immediately 
recognized his greatness and how he like a true masterbuilder, directly and in 
a very personal manner expresses himself in his work and permeates his 
creations with a poetic spirit."76
Dudok certainly was aware of Wright's architecture in 1921 when H.th Wijdeveld 
published Wright's architecture in Wendingen. Dudok wrote to an American 
architecture student:
"In answer to your letter of July 31 I may tell you that architect H. th 
Wijdeveld published about 35 years ago the work of F.L. Wright in his 
fine review Wendingen. I personally remember that Wijdeveld publication 
of Wright's work made a deep impression on me and on others. However I 
tried to go on my own way and it is for you to judge whether I succeeded."77
It was not until 1953 that Dudok and Wright met while Dudok was on a lecture tour
for the American Institute of Architects. Robert Magnee, Dudok's assistant and later
partner, recalled the story of Dudok and Wright meeting; how both thought the
other congenial, and found that their thinking was in accord.78 Dudok recalled
it as follows:
"I was a guest of Frank Lloyd Wright in 1953. He had an influence on me - 
more by his free way of his floor plans than on his details. We were very 
much impressed by his free way of doing things, his poetic solution. For 
instance, the Midway Gardens made a great impression on me. I thought 
it very nice. I prefer that over his later work."79
Dudok no doubt knew about Midway Gardens from the project's extensive coverage 
in Wendingen in 1921, in a "number devoted to the work of the American architect
76 Willem Dudok, “Dudok on F.L. Wright,” in Robert Magnee (ed.), op. cit., p. 40. See fn. 71.
77 Letter from Dudok to Mr. Eaton, o f 4 August, 1955, held in the Dudok file at Centre for 
Architecture Documentation, Amsterdam [Rotterdam],
78 Interview with Robert Magnee by C. Hardwick, Hilversum, January 1990. This account was also 
retold by Max Cramer in an interview with C. Hardwick, Amsterdam, January 1990.
79 Interview with Dudok 1961 by John Peter, in John Peter, op. cit., p. 98. In Wright's Midway 
Gardens, Chicago, 1913 an entire city block was enclosed by the structure which had an interior 
courtyard. It was a rich ornate concrete block and brick structure which was demolished in 1929, 
two years after being opened partly as a result o f prohibition.
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Frank Lloyd Wright".80 The introduction was written by H P. Berlage. There were 
photographs of Midway Gardens which was captioned "A Summer Garden in 
America". Other buildings which received photographic coverage in this issue were 
Aline Bamsdale's Country Seat "Olive Hill" 1921 and Wright's country home 
Taliesin. During 1925 seven individual issues of Wendingin were devoted to Wright 
including two essays "In the Cause of Architecture", which Wright had published in 
the American journal Architectural Record in 1908, and 1914,81 as well as 
photographs of Midway Gardens, Chicago, several of his houses and the Imperial 
Hotel in Tokyo.82 Langmead claims that this 1925 publication was more responsible 
for a revival of interest in Wright's work in Holland than the exhibition of his work 
organised by Wijdeveld in Amsterdam in 1931.83
Dudok expressed his strong belief in the necessity for architecture to acknowledge
the primary importance of the spirit of the building, and for this reason he
was greatly attracted to Wright's work:
"One only creates architecture when one expresses the spirit of a building in 
a characteristic way; a church which is really a place of worship, a school 
which receives the children with open arms."84
Furthermore Dudok stated that "art is never a matter of form but of spirit".85 He
declared as early as 1926 that Wright, indeed, had been an influence on him,
80 Wendingen, Vol. IV: No. 11, 1921, "The Works o f Wright". It included an introductory essay by 
H P  Berlage, and many photographs and drawings o f Wright's work.
81 Frank Lloyd Wright, "In the Cause of Architecture," Architectural Record, March 1908, pp. 
155-221; and Frank Lloyd Wright, "In the Cause o f Architecture," Architectural Record, May 
1914, pp 405-413.
82 Frank Lloyd Wright, The Life Work o f the American Architect, Frank Lloyd Wright (Southport: 
Holland, 1925) was reissued, (New York: Bramhall House, 1965) and was H.T. Wijdeveld’s 
edited version o f Wendingen, 1925, vol. VIII, no s. 3 - 9 ;  seven special issues on Wright, "The 
Works o f Wright". Essays on Wright were by H P. Berlage, J.J.P. Oud, Eric Mendelsohn, Lewis 
Mumford, Louis Sullivan, Mallet-Stevens and Frank Lloyd Wright.
83 Donald Langmead, op. cit., p. 15.
84 Cited by J. Bordewijk, "Dudok, the speaker," in Robert Magnee (ed ), op. cit., p. 46.
85 Sorgel Hermann, "Amerika, Deutschland, Holland- Wright, Mendelsohn, Dudok," Baukunst, 
vol 2, 1926, pp. 44 - 65.
81
although denying that the foremost influence of Wright was on his built forms:
"He [Wright] most certainly has had great influence on all those interested in 
architecture and certainly also on me! However, this must not be understood 
in the sense that I believe that the form language of Wright has influenced 
me: art is never a matter of form but of spirit."86
Giedion's praise for Dudok was qualified. He claimed that Dudok's work at
Hilversum was a great success with his "sentimentalized" buildings. This same
term was used by Kenneth Frampton twenty-five years later when he
dismissed Dudok's work as "sentimentalized Wrightian".87 Other architectural
historians and critics, such as Fanelli, have pointed out the influence of Wright's
details, use of brickwork and forms on Dudok's architecture. Dudok declared the
importance of regarding architecture as an enclosure of space and he acknowledged
Wright's mastery over creating a significant articulation of space:
"Wright, the prophet, brings all who understand him nearer to the truth, and 
it is because of him that I became more and more aware of the fact that 
architecture is an art of space and not of planes. That is why I am not so 
much interested in his details, his daring constructions or his flat and almost 
floating roofs, than in his clear sense of space."88
Dudok stated that for himself, "after all, it is not the construction which is the
essential, but space. Man is served by space."89
DUDOK'S ARCHITECTURE 
Building Types
Schools
At Hilversum Dudok designed twenty seven new schools. He was also responsible 
for the refurbishment of and extension to existing schools; for example, in 1916 he
86 Ibid.
87 Kenneth Frampton, Modera Architecture 1851-1945 (New York: Rizzoli, 1983), p. 235.
88 Willem Dudok, ’'Dudok on F.L. Wright,’’ in Robert Magnee (ed.), op. cit., p. 40.
89 Interview with Dudok by John Peter, 1961, in John Peter, op. cit., p. 25.
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extended the Rehoboth School and took this opportunity to redesign the facade.90 
Dudok recognised and exploited the symbolic value of this building type within the 
municipalities, and understood that the schools he designed for these separate 
communities became their focal point. He believed that "they became welcome 
accents by their greater heights, freer situation and varied treatment".91 This 
principle he applied to the design of the Jan van der Heyden School, 1925, the 
Minckeler School, 1925 [111. 46] and most notably the Juliana School, 1926-27 [111. 
40]. All are examples of buildings made visible in their communities by the 
contrasting forms within the design and by their emphasised vertical element. The 
Snellius School, 1931-32 [III. 50], from his phase of school building around 1930, 
contrasts with its surrounding community by its modem form, its large curved front 
and the strong colour of its red brickwork. The colour was so arresting that children 
referred to it as "the red school".92
Dudok's designs exhibited a certain degree of planning efficiency due to 
economic constraints. When asked in 1923 to design a H.B.S. (Higher Civil School) 
over a railway, and informed that it was to be constructed and furnished as sober 
as possible", Dudok stated:
"...our schools are the cheapest in the country. Anywhere else in similar 
municipalities, more expensive materials are utilised and larger interiors are 
designed (vestibules, halls) than I allow myself to."93
90 Herman van Bergeijk, Willem Marinus Dudok: Architect- stedebouwkundige 1884-1974, op. cit., 
p. 213.
9! Willem Dudok, "Forty Years o f Hilversum," op. cit., p. 520.
92 Interview with a resident o f Snelliuslaan, Mr. Jan Herbst, by C. Hardwick. Hilversum, January 
1990. He had lived there all his life and had attended the Snellius school in the 1940s. He referred 
to the Snellius school as the "red school", and claimed that this was how it was commonly called 
by residents and school children, including himself.
93 Herman van Bergeijk, Willem Marinus Dudok: Architect - stedebouwkinge 1884-1974, op. cit., 
p. 213.
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Municipal Housing
Hilversum did not have a large stock of low rental housing, and the establishment of 
new industries made workers' housing necessary. Dudok argued that the 
municipality should take responsibility for this by "constructing simple but correct 
and aesthetically justified" housing.94 In 1920 he was asked to submit plans for the 
development and construction of a public bath annexe, school, swimming pool and 
thirty workers' houses in the area between Hilvertsweg and Boschdrift. This area was 
chosen because the council expected it to become a highly populated and 
continuously expanding suburb. He submitted a number of different schemes and 
two of the larger plans were selected. The council stated that "these areas are 
regarded as most suitable, and they will attract, without doubt, only those workers 
who are financially more comfortable".95
By 1953, twenty nine municipal complexes were built, providing over fifteen 
hundred dwellings. In these housing schemes Dudok was able to put into practice his 
theories on architecture and its relationship to town planning. Individual dwellings 
would be architecture, Dudok maintained, only if the complexes were conceived as 
a whole.96 Important for Dudok was the retention of the scale and character of the 
existing housing in the design of new housing. As a result, the built form of the 
individual houses was not as radical as that of some of his contemporaries, such as, 
J.J.P. Oud's Hook of Holland workers' housing complex, 1924-27 [Dl. 13], W.
Greve's 'concrete' housing for Watergraafsmeer Garden City at Amsterdam, 1923-25
94 Max Cramer, Hans van Grieken, and Heleen Pronk, W.M. Dudok 1884-1974 op. cit., p. 146.
95 Herman van Bergeijk, Willem Marinus Dudok: Architect - stedebouwkinge 1884-1974, op. cit., 
p. 165.
96 Cited by J. Bordewijk, "Dudok, the speaker," in Robert Magnee (ed ), op. cit., pp. 46-47.
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[111. 64], or the earlier expressionist schemes of Michel de Klerk at Amsterdam,
1917 [Ills. 66, 67]. Dudok had, in fact, collaborated with Oud in 1916 on a housing 
scheme for Leiden, Woonwijk Leiderdorp. Its form did not adhere to the modem 
movement’s notion of cuboid public housing, as in some of Oud’s later work; and the 
Leiderdorp scheme was more typical of traditional Dutch two-storey housing.
The working class districts were designed by Dudok to have integrated within them 
a number of public buildings, such as schools, which he also designed. The built 
form of these public buildings was modem, for example, in many instances they 
used cuboid massing and flat roofs. Importantly they provided a change in both scale 
and mass to the housing, including those by Dudok design [111. 38 ]as well as 
existing more traditional designs [111. 39], and it was this difference that enhanced 
the overall scheme.
Commercial Buildings
The Bijenkorf Store at Rotterdam, 1929-30 [111. 16], was an extremely important 
modernist building. In its urban context it was a radical structure, a symbol of 
modernity, amongst traditional Dutch buildings [111. 17]. The Bijenkorf was heavily 
damaged by the bombing of Rotterdam in May 1940. Dudok's unrealised designs of 
1942 for its reconstruction demonstrated, in his use of materials and lighting, his 
departure from modernist principles.97 Robert Magnee considered that represented 
Dudok's "readiness to change his view when he believes his work will benefit by 
such a change".98
97 The new De Bijenkorf in Rotterdam was built on another site, the architects for this project were 
Elzas and Breuer.
98 Robert Magnee in Robert Magnee (ed), op. cit., p. 74.
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Town Halls
Dudok’s most widely recognised building is his Hilversum Town Hall. He also 
offered several design schemes for the Town Hall at Leiden [111. 37 ]. These show a 
greater simplification in the massing of the proposed building, which is composed of 
a strong horizontal mass with a vertical clock tower as a contrast. The Town Hall at 
Hilversum had a dual function. Its traditional function, was that of the main 
administration centre from which the town is governed, and its other function was to 
house the administration services of the town organisation in "an efficient modem 
office building".99 Dudok's task was to combine both of these functions and maintain 
the unity of the architecture. The town hall was also the venue for marriages in the 
Netherlands, and at Hilversum Dudok designed entrances that were symbolic of this 
function. The entrance for the marriage procession was designed to be formal and 
monumental, with access from the building informal and "homely."100
Dudok controlled the entire design of the Hilversum Town Hall: site planning, 
architectural planning, interior finishes and its furniture, even including a silver 
clock [III. 36], At its opening Dudok reportedly suggested that the building should 
not be used, but simply become a monument.101
THE BUILT FORM OF DUDOKfS BUILDINGS 
Site Planning
Site planning was extremely important to Dudok. J.F. Staal commented that
99 Notes to the Hilversum Town Hall prepared by the Architects' Department, Hilversum, based 
closely on Dudok’s descriptions.
100 Willem Dudok, "A. A. General Meeting," op. cit., pp. 8-9. (Dudok’s expression).
101 Richard Guy Wilson, "Willem Dudok: Modernist But Not Mainstream," A.I. A. Journal, 
August, 1982, p. 49.
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"nearly all his buildings are strikingly and beautifully situated".102 Dudok's proposals
for the Hilversum Town Hall in 1924 inspired these remarks about its siting:
"The building shall rise in the middle o f a park. The architecture finds a 
continuation in a monumental garden layout and thus the town hall shall 
remain true in style to a municipality o f a preponderant garden 
city character."103
Dudok positioned his buildings on the site to reinforce the cultural significance he 
wanted the building to achieve. He believed the Town Hall to be the supreme civic 
building in the municipality and for this reason he sited it in an open position and 
setting. From its location on the site it was possible for there to be sufficient 
distance for the residents to have a clear impression o f  the town hall from every 
direction.
The building is set in extensive grounds, and one o f  the main features o f the site 
is the large artificial pond adjacent to the building. Dudok positioned this lake so 
that from the South, the main entrance o f the building appears to be rising out o f  it. 
For Dudok the siting o f the pond and its relationship to the building had an 
important symbolic significance. On formal and ceremonial occasions the splendor 
o f the building would be enhanced by visitors seeing the reflection o f the town hail 
in the pond as they approached it.
Architectural Planning
Dudokfs approach to planning embraced functionalism. The Hilversum 
Town Hall was certainly designed on functionalist principles. He separated the
public functions from the administrative and created an appropriate ambience
102 Arthur Staal, "W. M. Dudok, the Architect," in Magnee, op. cit., p. 20.
103 J. Luthmann, "Hilversum Town Hall," Wendingen, Yol. VI, No. 8, 1924, pp. 12-14.
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for each. The location and the interrelationship of its many rooms and areas
were planned according to their purpose. Dudok paid particular attention to the
circulation spaces within the town hail. Functionalism was also the basis of the
planning of De Bijenkorf, as Dudok himself stated:
"...it is so far functional that the building is obviously a department store and 
pretends to be nothing else; it does not disguise itself as a town hall or a 
government building."104
in the planning of schools Dudok also adopted a functionalist approach. The 
Valerius School at Hilversum, 1930 was a typical Dudok school plan with its two 
long rectilinear sections joined by a comer vertical element. The classrooms were 
placed along one side of the rectilinear section, allowing the maximum amount of 
natural light into them. Other examples of this approach to school planning were the 
Dr. Bavinckschool Bosdrift, 1930 and the Snelliuschool 1930-32 [Hi. 51]. However 
Dudok maintained that although functionalism was an important aspect of 
architecture it was "not its determining factor".103
Dudok used the new structural possibilities as an integral component of his 
planning. For example his columns were not just elements in planning but were also 
structural.
Massing
The massing of Dudok's buildings was the most influential aspect of his architecture, 
in general it was more complex than the white cuboid open box of mainstream 
1,14 Willem Dudok, "A. A. General Meeting," op. cit., p. 14
105 Willem Dudok, "Town Planning and Architecture as an Expression o f Their Time", RT. B . A. 
Journal, September 1951, p. 439.
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modernism. He used interlocking masses and contrasting elements within these. 
Dudok employed symmetrical massing when he wished to emphasise the 
monumentality of the building, and in general adopted an asymmetrical massing 
since he believed that this produced a more romantic building. Several design 
elements were used to produce the desired massing effects.
Corner Vertical Element
Dudok commonly deployed a comer vertical element to merge the two side sections 
into one whole. He often defined the importance of this comer element by placing 
the entrance there, a practice common in traditional Dutch architecture. The Dr. H. 
Bavinck School at Hilversum, 1921 [111. 59] is a fíne example of a Dudok building 
which employs this kind of design. It is conceived to be viewed as a three 
dimensional object rather than as a group of formal elevations. In this school the 
possibilities of viewing the building this way were enhanced by making the 
comer entrance the focal point of the design. Within the adjacent side forms 
Dudok deployed another common characteristic o f his built form, the repetition of 
the same unit. In the Bavinck School example this consisted o f square windows 
separated by piers and then abruptly interrupted by a strong vertical element.
Cuboid Massing with Flat Roofs
Dudok stated that he first used the flat roof in a school in 1919.106 Two schools built 
in 1920 at Hilversum have flat roofs: the M.U.L. Handelsonderwijs School and the 
Rembrandt School. However, in terms o f European modernism they were not 
particularly early examples especially for non-domestic work. These schools also
106 Willem Dudok, "Forty Years o f  Hilversum," op. cit., p.520.
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highlight Dudok’s use of the flat roof, a fundamental element in mainstream 
modernism:
"I dare say that I belong to the first architects who recognized the aesthetic 
value of the flat roof and who tried to make a characteristic use of it."107
The flat roof of the Rembrandt School of 1920 was one of his first examples of a flat
roof and Dudok's cuboid design of the form was not as strong aesthetically speaking
as his later designs but he defended it as follows:
’’The acceptance of this so called boxlike building, although very much 
defensible from the point of view of certain practical considerations, would 
in many cases undoubtedly imply an artistic drawback if, apart from them, 
no other aesthetical possibilities existed. I believe, however, that the boxlike 
building concerned undoubtedly possesses characteristic possibilities which 
as far as beauty is concerned, do not yield to visible roofing; I mean the 
possibilities of the most striking silhouettes which can therefore be 
obtained. ',108
The flat roof was a design element Dudok also used when he wished to contrast 
his public buildings with the surrounding housing. He did not adhere rigidly to the 
strict geometric cuboid forms of modernism and did not always deploy flat 
roofs. He saw that there were specific advantages for a flat roof in a particular 
situation, and that it should not be used only because it was a desirable, essential 
element in modem architecture, for him it had to be an intrinsic element in that 
project.
"1 have often applied the excellent tile roof, nay, I have even built a school 
with a thatched roof."109
It could be argued whenever Dudok used traditional materials and forms, he 
departed from mainstream modernism. However, it may also be argued he combined 
traditional roof forms with a modem form for the building, he broadens the
107
108
109
Ibid.
Cited by G. Stuiveling, "A written portrait," in Robert Magnee (ed ), op. cit., p. 12 . 
Ibid.
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limitations of mainstream modernism.
The Juliana School [HI. 40] is a fine example of Dudok deploying a traditional 
hipped roof juxtaposed with a flat roof. It consisted of both a preparatory and a 
secondary school, and in the design Dudok differentiated them so each could be 
viewed separately. Dudok has made the scale of the buildings relate to the size of 
the users, to enhance its function. The preparatory school for young children was 
designed with the hipped roof as low as possible over the walls, also adding a sense 
of protection. The secondary school presents a more austere appearance with 
its flat roof on curved brick walls. This school was not an isolated example. Another 
school complex, Het Meezenplein, 1925-27, had an asymmetrically positioned 
tower adjoining a flat roof section, and on each side of this a hipped roof which 
covered the two long rectilinear sections of the school.110
In the schools Dudok designed after 1930 the forms are much more simplified than 
those of the 1920s. Generally, within the long sections the horizontality of 
the school is further emphasised by the continuous horizontal band of windows and 
the whole of the school building has a flat roof, a design much more in line with 
mainstream modernist architecture than the designs for his previous schools.
Whole/Details
Equally important to the influence of Dudok's massing was the selection of
110 These examples of Dudok's buildings with hipped roofs are not those usually cited in discussions 
of Dudok's work and are often omitted from selected photographs of his buildings.
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recognisable T)udok' details. Some of these details such as the comer vertical detail 
have already been mentioned under the previous section on massing. Dudok 
developed several special window details and placement of windows which are 
described below under transparency [111. 169]. Other details encompassed the design 
of the entrance, including recesses, a cantilevered flat reinforced concrete 
hood over it, and wide steps leading up to it. All these features are present in 
Dudok's design of the eastern entrance to the Hilversum Town Hall [111,
31], The elongated metal door furniture was also a repeated design detail [111. 31], 
Other details relate to the manner in which Dudok developed brickwork, including 
the glazed mullions between windows, described under the section on materials.
Silhouette
The silhouette was an important device that Dudok used to emphasise the form of 
his buildings. He believed that the use of the flat roof produced a stronger silhouette 
than a pitched roof:
"I feel, however, that this flat building does in fact contain a characteristic 
option which need not loose out aesthetically to visible roofing : I mean the
option of a highly produced effect.....while adopting flat roofing gives the
freedom to cover various parts of the building at different levels and gives it 
an interesting silhouette."111
Solidity/Transparency
The important essays by Colin Rowe and Robert Slutzky, entitled "Transparency: 
Literal and Phenomenal" Parts 1 and 2, elaborate on certain meanings conveyed by 
the term "transparency".112 In Part 1 the authors stipulate that literal transparency
1! 1 Herman van Bergeijk and Paul M ew s, Town Hall-Hilversum-W.M. Dudok op. cit., p. 21.
112 Colin Rowe and Robert Slutzky, "Transparency: Literal and Phenomenal" 1956, and
"Transparency: Literal and Phenomenal (Part 2) ," 1956, in Joan Ockman, Architecture Culture 
1943-68 (New York: Rizzoli, 1993), pp. 206-225. Colin Rowe trained as an architect in
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"could be experienced in the presence of a glazed opening or a wire mesh, but no 
definite conclusions as to the prerequisites of phenomenal transparency were 
presented".513 In Part 2 they suggest that their attempts at defining phenomenal 
transparency should be disregarded, and argue that two dimensional form should be 
considered as pattern. How did these writings of the mid-1950s which are 
concerned with modernist transparency relate to Dudok's use of it?
Dudok saw his buildings as enclosures of space, and the facades as solid surfaces
into which carefully designed windows and doors were inserted. He stated in 1934:
"May not we call it exaggeration, when glass houses arise everywhere; it is in 
my opinion in most cases wrong to consider the interior and the exterior as a 
whole, only separated by a glass wall."114
The interior for Dudok was a place separate from the exterior:
"For we need not only good surroundings for our lungs, but also for our mind 
and physically we want to feel liberated from the world in our house; for our 
house we claim secluded privacy."115
Dudok wished to create privacy in a building by clearly distinguishing the exterior
from the interior. In many of his projects he used solid walls, albeit with carefully 
positioned windows, rather than glass walls to make a definite statement about the
boundary of the exterior. However, in some of his buildings Dudok was
concerned with transparency, notably De Bijenkorf at Rotterdam, 1929-1930, the
Utrecht Theatre, the HBU Bank at Rotterdam, and the H.A. V. Bank at Schiedam.
Interestingly these were all private commissions.
Liverpool and art historian at Warburg Institute, Robert Slutzky, trained as a painter at Yale. 
They met at University o f Texas, and both shared a deep admiration for the architecture o f Le 
Corbusier.
113 Colin Rowe and Robert Slutzky, "Transparency: Literal and Phenomenal (Part 2)," in Joan 
Ockman, op. cit., p. 206.
114 Willem Dudok, speaking at the "A.A. General Meeting," op. cit., p. 15.
Ibid.115
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Materials
Dudok used brick, the quintessential material of Dutch architecture, as a means to 
express his modem forms. Long horizontal bricks with raked out joints became a 
feature of his work. The Hilversum Town Hall is a fíne example of his use of 
coloured, in this case yellow, horizontal bricks laid in a Flemish bond with raked out 
joints. He delighted in colour by contrasting the yellow bricks with blue glazed 
bricks for the window sills and mullions. Van Bergeijk claims that Dudok,
"initially, especially around the 1920s, ...associated great importance to the 
necessity of extreme precision in the brickwork" and that many other Dutch 
architects began to use the horizontal brick of the Hilversum Town Hall."6 In 1941 
an exhibition entitled "The Netherlands Built in Brick" was held in Rotterdam and 
Dudok's architecture was represented here, displaying the many different ways he 
used bricks.117
The De Bijenkorf Store at Rotterdam 1929-31 [III. 16] was an extremely important 
modem commercial design and one which demonstrated Dudok’s confident use of 
the new materials, in particular large expanses of plate glass. It is a most striking 
example of the use of the glass wall. In one of Dudok's design proposals for its 
reconstruction after it had been bombed in 1941, a major difference was apparent in 
the way he resolved the structure without the use of large areas of glass. Dudok 
explained:
"If I had to build another such store I should do it differently for experience 
has taught me that to use a large glass surface as a point of departure is
116 Herman van Bergeijk, Willem Marinus Dudok: Architect - stedebouwkinge 1884-1974, op. cit., p. 
121. Translated by Bill Ragbir Singh.
117 Ibid. The exhibition was held at the Museum Boymans in Rotterdam from 26 July to 15 
November 1941.
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wrong. Even if you have walls entirely consisting of glass, the inside of the 
store is always much darker than daylight; that is why in the 1942 scheme 
artificial light is used...For this reconstruction scheme... I designed 
completely closed walls.”118
The project is also important because of its confident planning on a functionalist 
theoretical basis. Dudok wanted the building to be well lit during the daytime and to 
emit light at dusk, an impression that could be described as the characteristic 
appearance of a large department store in a modem town.
The large horizontal bands of the windows were separated by strips of black, white 
and golden glazed tiles. The intersection of the street comer was an important 
junction to deal with and Dudok's treatment of it demonstrates his understanding of 
streetscape and urban planning. This comer contained the staircase, in front of 
which and on one side cantilevered balconies projected. From these balconies 
shoppers could go outside for fresh air in summer.
The tall, tower- like column at one end of the building was crowned by a decorative 
glass structure, a revolving crystal signifying the many-sidedness of the department 
store. The reinforced concrete construction was covered by glazed yellow bricks.
Colour
”1 detest the colour of concrete. It quickly becomes very dirty. I am a man 
who doesn't like that my buildings are weathering. I don't like that...
If I begin a building 1 have in mind the colour scheme of the building and I 
want it to stay that way.”119
It can be reasonably assumed that Dudok chose brick as the main cladding
118
119
Cited by J. Bordewijk, "Dudok , the speaker," in Robert Magnee (ed ), op. cit., p. 74. 
Interview with Dudok 1961 by John Peter, in John Peter, op cit., p. 24
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material partly because of the permanence o f its colour. He certainly 
had a great interest in the effects o f colour, and its symbolic use. In keeping 
with his design philosophy, as evident in his use of other elements of the built 
form, he did not adopt the theoretical smooth white surfaces of mainstream 
modernism as a matter of style. The North Cemetery at Hilversum, 1929 [111. 53], is 
one example o f a Dudok building designed with stuccoed white walls. He wanted 
white plaster walls here because he "did not wish to make a cemetery a sadder place 
than it already is”.120 The reception area was also kept as light and as airy as possible 
and he limited the decoration to black and white tiles in horizontal bands on the 
columns, and a black and grey rubber tiled floor.
The interior o f the Hilversum Town Hall has a delightful colour scheme. For 
example, the interior of the Council Chamber has rich colours and materials. The 
floor is a light cream marble, and it has a large carpet, patterned in alternate squares 
o f silver and light grey. The two walls on the long side of the chamber are covered 
with silk patterned wall fabric in green and gold . At the end of the room galleries 
for the public are panelled in oak in a natural colour. In the Reception Hall 
(Burgerzaal) the main space is separated by a row of columns clad with brilliant 
glazed gold tiles from the hallway which, incidentally, functions as an access 
corridor to the marriage chamber [111. 33]. Dudok wished to provide a rich and 
luxuriant atmosphere for this purpose.121 Robert Magnee claims that Dudok chose 
the colours of the interior of the Town Hall, after seeing a play at Delft many years 
earlier and being "overwhelmed by the rich Byzantine colours, predominantly
blue green and gold of the costumes."122
120 Robert Magnee (ed ), op. cit., p. 81.
121 Interview with Robert Magnee, by C. Hardwick, Hilversum, January 1991.
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CONCLUSION: DUDOKAND EUROPEAN ARCHITECTURAL MODERNISM 
Within the constraints of a narrow view of modernism and its icons, Dudok was 
unfairly and uncritically dismissed by Reyner Banham, in the Age o f the Masters, 
1975, where he describes Dudok as a traditionalist:
HWillem Marinus Dudok... represents a strain of Dutch architecture slightly 
more traditionalist... hence his spring from thatched romanticism to square 
brick modem was the more spectacular. Hilversum Town Hall... will stand 
re-examination, but the rest has been lost in the dust as the rest of the 
Modem Movement went galloping past and left him so far behind that when 
he died in 1974 many supposed he had been dead for years.”123
Because Dudok’s architecture did not conform to this view of modernism, an 
understanding and knowledge of the breadth of his architecture is not evident in this 
portrayal of him. If studied chronologically in the context of Dutch architectural 
modernism, his architecture does not fit the all too common categorisations that 
place his early work between the expressionist period (represented by the 
Amsterdam School) and the constructivist De Stijl, and which place his later 
buildings between the Delft School and the Nieuwe Bouwen/New Functionalism. 
Kenneth Frampton, in describing Dudok as part of a group of neo-Wrightian 
architects, incorrectly asserted that they "distanced themselves from the 
avant-gardism of the De Stijl group”.124 It is true that Dudok was not a member of 
the small and changing De Stijl group who produced radical theoretical positions on 
architecture and a small but highly influential number of built projects. However, 
from 1928 to 1931 Dudok, like so many modem architects, used geometrical 
volumes and emphasised the horizontal and vertical lines of its massing. There are
122 Donald Langmead, Willem M. Dudok op. cit., p. 20. citing Pieter Schut, "Raadhuis van Dudok 
laat niemand onverschillig,” Gooi en Eemlander, 12 May 1979, p. 2.
123 Reyner Banham, Age o f  Masters (London: The Architectural Press, 1975), p. 48.
124 Kenneth Frampton, Modern Architecture 1851-1945 (New York: Rizzoli, 1983), pp. 216-256.
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certainly influences of Wright on Dudok’s architecture but these are one of the 
contributions to his rich architecture.
Many foreign architects travelled to Hilversum to visit Dudok's buildings including 
Eliel Saarinen in 1936 and his son Eero in 1938.125 Dudok certainly influenced other 
European modem architects. For example, Erich Mendelsohn, who was invited to 
Holland by Theo van Wijdeveld to visit the buildings of the Wendingen group, 
admired Dudok's buildings:
"Outside the Amsterdam School of Wijdeveld, de Klerk and Kramer, 
Mendelsohn met and was influenced by a number of Dutch architects of 
quite different persuasion, such as the rational Rotterdam architect J. J.P. Oud 
and the Wrightian architect W.M. Dudok, practising in Hilversum."126
Yet Dudok's architecture declared itself modem in a manner different from
mainstream modernism with its simple, cuboid, functionalist forms and
undecorated surfaces. His buildings display an interest in simplified form, often
characterised by the careful articulation of interrelated, juxtaposed, and interlocking
masses. This massing enabled Dudok to enhance the use of light and shadow to
highlight the form of his buildings. Dudok’s architecture also exhibited the
importance of materials and colour. His buildings emphasise his continued interest
in brickwork and his use of bright colour to highlight parts of his buildings. Ehs own
succinct statement defines his view of architecture:
"In architecture there is only one means of saying everything: that is, 
proportion. Proportion in mass and colour."127
If Dudok’s buildings are examined chronologically it is clear that he did not
125 Hermann van Bergeijk, Willem Marinus Dudok: Architect - stedebouwkinge 1884-1974, op. cit.,
p. 120.
126 Kenneth Frampton, Modem Architecture: A Critical History (London: Thames and Hudson, 
1980), p. 120.
127 "A.A. Annual General Meeting," op. cit., p. 5.
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make one leap from thatched roofs to ’’square modernism” as asserted by Banham,
but rather he moved between both according to the particular design considerations
for specific projects. He certainly used ’’square modernism" in what can be assumed
to be a broad understanding of the term. One of the characteristics of his buildings is
the asymmetrical form of their horizontal and vertical planes as well as the
interlocking of the masses. This can be demonstrated by the schools Dudok designed
between 1916 and 1931, where it is evident that the built form was the result of the
specific social, town planning, and architectural constraints of a particular problem.
For Dudok form had to relate to context as well as to architectural modernism.
Dudok, in fact, thought that his buildings and his town planning schemes made a
revolutionary departure from Dutch vernacular architecture:
”1 need not tell you that at that time my work was rather revolutionary and 
that it cost quite a lot of struggle.’’128
Dudok’s career was spent in the service of the people. He himself was
responsible for the design of many buildings that produced social
ameloriation and this is how he demonstrated his commitment to social
change. His associate Robert Magnee wrote:
"... no architect and certainly no town planner, can do a good and important 
job without a strong social feeling. Those who know Dudok's work will be 
able to testify that he never allowed personal predilections and whims to 
prevail at the cost of public interest."129
Furthermore, when Dudok was in London in 1934 he argued for a spiritual
dimension in architecture that was not simply an expression of nationalism:
"Besides, this exchange of thoughts means international co-operation and 
in these times when we shut ourselves up within economical and military 
walls, any spiritual work that extends beyond our frontiers, must be looked 
upon as a blessing.’’130
128 Willem Dudok, "Forty Years o f HUversum," op. cit., p. 520.
129 G. Stuiveling, "A written portrait," in Robert Magnee (ed.), op. cit., p. 6.
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Frampton described Dudok's work as being "provincial".131 Certainly Dudok’s 
architecture was geographically "provincial"- the majority of his buildings were 
erected at Hilversum. However, the geographical "provinciality" of most of his 
buildings further underlines the way they became part of their locality. His town 
planning schemes and his architecture at Hilversum reflected the architectural 
character and culture of that place. His public buildings were modem buildings set 
in harmony with their surroundings. Ironically, this is a position favoured in the 
current architectural debate about how modernism might be readdressed. Although 
Dudok's architecture was geographically provincial, it was not provincial in any 
other sense. His buildings were significant examples of modem architecture which 
in their built form demonstrated a sophisticated understanding of modem design.
130 "A.A. Annual General Meeting," op. cit., p. 5.
Kenneth Frampton. op. cit., pp. 216-217.131
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CHAPTER FOUR 
MODERNISM IN AUSTRALIA
This chapter explores the broad cultural context in which modem architecture 
developed in Australia. The relationship, if any, between nationalism and 
modernism is examined through a brief discussion of the cultural background to 
modernism, in particular the writers and painters, and popular culture. Modernity is 
discussed in the context of the developments in politics and manufacturing.
How did architectural modernism in Australia fit into this broad concept of cultural 
modernism? This chapter examines it by outlining the development of new materials 
and the technologies of architectural modernism including steel, reinforced 
concrete, bricks, glass, and préfabrication. The development of architectural 
modernism is considered further through a discussion of the debate around 
modernism.
CULTURAL BACKGROUND TO MODERNISM
Australia’s Federation in 1901 was preceded by an enthusiasm for nationalism in the 
last two decades of the nineteenth century, one that continued during the first decade 
of the twentieth century. One of the avenues through which this nationalistic fervour 
was expressed was the work of writers and painters. At this time Australian arts and 
literature gave rise to a new generation of artists and writers who constructed new 
images of Australia, essentially ones created by themselves.1
Richard White, Inventing Australia (Sydney: George Allen and Unwin, 1981), pp. 85-88.
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One may ask what was the relationship between modernism, essentially an 
international approach and nationalism, its antithesis. Modernism was connected 
with the "new”, the urban, modem life, and modem materials. Were these concerns 
reflected in the work of Australian writers and painters?
The Heidelberg School was Australia's "plein air " school of painting. The artists, 
who included Tom Roberts, Arthur Streeton, Fred McCubbin, Jane Sutherland, and 
Emanuel Phillips Fox, painted outdoors at their camps, mostly popular picnic places 
at the edges of eastern suburban Melbourne. During the 1890s depression, Roberts 
and Streeton moved to similar, well-liked places in Sydney, often beach locations 
on the lower North Shore and others in the eastern suburbs. In painting, the images 
of the Heidelberg School of painters were largely responsible for the visual 
representations of Australia for subsequent generations. These images have become 
part of Australia's cultural iconography.
Although these artists had studios in "the city”, they spent considerable time painting 
outdoors, at locations which were, in fact, in close proximity to the city. However, 
their images in our cultural history are indeed those of the bush, the sunlight, 
gumtrees, and "bush” landscapes. The narratives contained in paintings such as 
McCubbin's Lost 1886, and Roberts' Artists' Camp 1886, depict city people who visit 
the bush rather than the life in the bush of those who reside there. This, indeed, was 
the exact relationship to the bush that these artists had.2
2 See Ian Bum, "Beating About The Bush", in Anthony Bradley and Terry Smith (eds), Australian 
Art and Architecture, Essays Presented to Bernard Smith (Melbourne: Oxford University Press,
1980) for an analysis o f  early landscape painting o f this period, and o f the social relations 
represented in the paintings.
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Although it has been claimed that these artists were associated with the radical art 
movement in France at the time, recent art historians such as Ian Bum have 
challenged the common view that these artists were linked to French Impressionism. 
Bum suggests that their work should be seen instead as an Australian movement 
within an international context, as part of a modem international movement which 
nevertheless maintained its own national character.3
Many of the popular illustrated journals published during the 1880s and around the
time of Australia's Federation presented the bush as a respite for the urban
dweller. The following, for example, accompanied a photograph of a camp in the
bush published in Federated Australia - its Sceneries and Splendors:
"Australian professional men frequently spend their summer vacation in 
camping in the bush. It is such a camp which is depicted here, its arcadian 
simplicity is evident. The campers live out their holidays in the open 
air...sketching, photographing, botanizing, fishing, till on their return to 
town they are bronzed and hearty specimens of humanity ready to face the 
toils and the stress of the cities with new vigour."4
In Australian writing, the bush was also the setting for narratives that created
new images of Australia. The magazine, The Bulletin, published in Sydney, with
writers such as Henry Lawson, advanced a radical rural nationalism, and
the egalitarian Australian was not presented in the recently industrialised cities of
the late nineteenth century, where most Australians lived, but in the bush.
Richard White in Inventing Australia, 1981, claims that this rise of Australian 
nationalism occurred at the same time as a rise of European nationalism, when
3 Ibid.
4 Cited in Helen Topliss and Frank MacDonald, The A rtists' Camps, Plein A ir Painting in 
Australia (Alphington, Victoria: Hedley Australia Publications, 1992), p. 23.
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’’literary, music and artistic nationalists in Europe were ransacking history and native 
folklore to construct a national culture”.5 Contrary to popular belief, the Australian 
community supported the arts, and some writers claim that there were a greater 
number of intellectuals and professional artists per population in Australia than in 
the United Kingdom at this time.6
However, although this period may be viewed as the time of the development of a 
distinctive Australian culture, Australia was still politically and economically tied to 
the United Kingdom. P.R. Stephenson, a contemporary writer, held a wider view of 
the period and he placed its cultural activities within a power relationship between 
different political economies. He argued that it was impossible for Australia to 
develop a culture with distinct national features while it remained economically and 
politically subordinate. This series of essays dealing with this issue were published 
in the Australian Mercury, and some of them were republished in a book, The 
Foundations o f Culture in Australia, in 1936.7 This national image created by both 
artists and writers from the mid-1880s to the period of Australia's Federation was 
aligned to the bush, not in the modem life of the city. The landscape continued to be 
a subject matter for Australian artists through the period of radical change from 
Federation to the modernism of the 1920s and 1930s. Ian Bum comments about the 
omnipresence of landscape in the history of Australian painting, particularly during 
this transitional period:
"Landscape...at a time when modernist approaches were being explored in 
many countries, retained a peculiar vitality within the Australian culture. 
Pictures of landscape became and have remained the most valued within a
5 Richard White, op. cit., p. 85.
6 Ibid.
7 P.R. Stephenson, The Foundations o f Culture tn Australia: An Essay Towards Self Respect. 
(London: Miles, 1936)
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hierarchy of subject matter and provide the strongest threads of continuity in 
any history of Australian art."8
There is little evidence that Australian artists were exploring cubism when artists in 
Europe were. However, by the interwar period in Australia there was a discernible 
development of paintings and drawings with modem compositions and aesthetics 
for example, the work of Frank Hinder, Grace Cossington Smith, Grace Crowley, 
and Margaret Preston.9 During the 1930s modem graphics and compositions were 
being used, such as in posters designed to celebrate public events, most notably the 
opening of the Sydney Harbour Bridge in 1932, Victoria's Centenary in 1934, and 
the Australia's sesquicentenary celebrations in 1938. The subject matter of these 
posters was often taken from modem life; images included transportation and 
communication, beach culture and surf lifesavers. A number of events demonstrated 
an acceptance of modernism by Australian painters by the late 1930s, including the 
founding of The Contemporary Art Society in 1938, and in 1939 the Melbourne 
Herald's Exhibition of Modem Art. This early period of modernism was followed by 
a post World War II period when modem visual art was widely practised.
The modernity expressed in Australian visual culture in the 1930s was 
also evident in popular culture, transportation, and politics. The wireless was a 
symbol of modernity - the Australian Broadcasting Commission was founded in 
1932 - and Australia had a thriving cinema industry. Means of transport such as the 
ocean liner, the aeroplane, the streamlined motorcar, and the train became emblems
8 Ian Bum, National Life and Landscapes Australian Painting 1900-1940 (Sydney: Bay Books, 
1991), p. 7.
9 See Mary Eagle, Australian Modem Painting Between the Wars 1914-1939 (Sydney: Bay Books, 
1989).
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of modernity. The Spirit of Progress train designed by Stephenson and Turner in 
1937 caused great excitement with its functional streamlined design and 
sleeping compartments.
Along with their desire for the development of an Australian culture, Australians 
still sought inspiration and references elsewhere. America, popularly regarded as 
more modem than Britain, became the main source of new ideas and consequently 
greatly influenced popular culture. By 1925, ninety per cent of films imported to 
Australia came from the United States, making Australia the largest market for 
American films outside the United States, and supplanting Australia's thriving film 
industry.10 There was some resistance to the American influence. Hollywood was 
blamed for increasing vulgarity and "jazz" used as a derogatory term.11 Yet despite 
such concerns, and high tariffs, Australian imports from America reached twenty- 
five per-cent of the total imports in 1926/27.
This time of radical change in the arts and popular culture was reflected by the 
modem political life of Australians. Progressive political movements sought to alter 
social organisation. From the mid-nineteenth century to the beginning of the 
twentieth century there was great political activity, with the two main periods of 
reform occurring in the 1850s and the 1890s.
!0 John Tulloch, Legends o f the Screen (Sydney: Currency Press, 1981) and Australian Cinema 
(Sydney: Allen and Unwin, 1982). Both o f these books give an analysis o f American influence 
through the film industry and accounts o f  cinema trade.
" A cartoon published in Sydney Opinion in March 1930, p. 2, depicted the main character as an 
image o f evil with "Jazz" and "Talkies" written across the backdrop, conveying the frivolous 
lifestyle o f the 1920s and a background to the Depression. Illustrated in Peter Spearritt, Sydney 
Since The Twenties (Sydney: Hale and Iremonger, 1978), p. 58.
106
Trade unions, which had a relatively low membership in the 1850s, endeavoured to 
intervene in work relations to improve conditions and wages, and thus increase their 
membership. In some instances, from the 1850s onwards they were successful. The 
most significant of their achievements was the eight hour working day. There were 
vigorous campaigns in many locations. Building workers were first granted an eight 
hour day in Melbourne in 1857, and later this was applied to all of Victoria: all 
government contract workers in there were awarded the eight hour day in 1870, and 
in New South Wales it was awarded in 1861.
Salaries for parliamentary members meant that unionists were able to enter 
parliament. In New South Wales, the Labor Electoral League made plans to have 
candidates in every constituency for the proposed 1892 election, and the first 
candidature was established in Balmain in 1891. De Saris, in a New History of 
Australia, 1974, suggested that this activity and the programme of the New South 
Wales Labor Party made it the first modem political party in Australia.12
Further evidence of radical political activity in Australia included the introduction of
arbitration in industrial relations, which was established in most states by
the 1890s. Australian women received the vote in South Australia in 1894, and in
Western Australia in 1899, and all parliaments granted this in 1909. This kind of
activity led The Bulletin in 1905 to declare:
"True Australian nationalism espoused democratic equality, higher wages 
and socialism."13
This radical political activity continued in the 1920s and the 1930s. The Communist
12 Frank Crowley (ed), A New History o f  Australia (Melbourne: Heineman, 1974), de Garis, 
"1890-1900” pp. 233-297.
13 The Bulletin, 18 May, 1905 n.p.
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Party of Australia was at its strongest in the 1930s, doubtless due to the 
politicisation of many people after World War I. The 1930s Depression and the 
Spanish Civil War of 1936 were also contributing factors. Refugees from Europe 
brought their experience of'’modem” urban life. The new intellectuals in the 1940s 
became the voice of dissent.
As well as agitators for radical change there were reactionary political groups, such 
as those who proposed a White Australian policy in 1901. Racism and nationalism 
were also promoted by groups such as the New Guard and the secret armies of the 
1930s.
Coinciding with this growth in nationalism, Australian manufacturing began to 
develop. The rural sector and rural export development remained "the pivot of 
economic expansion in this period", as Australia's trade surplus with foreign 
industrialised nations serviced its growing debt in London.14
After World War I "the expansion of British capitalism in Australia became 
dependent on the more even and integrated development of secondary and rural 
industries".15 Customs tariffs, which were introduced in 1921, provided protection 
for segments of Australian manufacturing, and during the 1920s Australian 
manufacturing prospered. A broader manufacturing base, inherited from the war 
economy and driven forward in the 1920s, was consolidated by the tariffs.
14
15
Peter Cochrane, Industrialisation and Dependence: Road to Economic Development 1870-1939 
(St. Lucia: University o f Queensland Press, 1980). pp. 44-49.
Ibid., p. 45.
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The new manufacturing sprang up in the cities, relying on a growing urban 
workforce and the prosperity it brought helped to disperse "the rural myth which had 
been established since the 1880s".16 However, this period of growth and economic 
stability was not continuous, as the 1930s Depression halted development from 1929 
to 1934.
From the mid-to-late 1930s Australian manufacturers sought to challenge Australia's 
economic dependency and discouraged dependence on British imports. It could be 
argued that they wished to construct a modernist country, that "stressed industrial 
progress, cultural 'maturity' and urban sophistication," within an independent 
economy.17 Australia was certainly becoming a more industrialised country: the 
percentage of its workforce in secondary industry rose from nineteen per cent in 
1933 to twenty-eight per cent in 1947.
MODERNITY
Industrialisation
Questions of modernism need to be examined by looking at modernity and the 
manner in which industrialisation took place in Australia. During the 1920s and 
1930s Australia's economy was still dependent on Britain, meaning that Australia 
was reliant on where and in what Britain decided to invest its capital. During the 
interwar period Britain withdrew its capital from the international market and 
invested in the Empire. Peter Cochrane claims that Australia benefited from this, as 
Britain invested capital in the "South Seas".18 Britain viewed Australia as an ideal
16 Richard White, op. cit., pp. 148-149.
17 Ibid, p. 149.
18 Peter Cochrane, op. cit., pp. 94 -96.
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place for investment because of its "political stability, the scope for expansion and 
development vital for immigration, the developmentalism of state governments and 
their eagerness for overseas capital; and the infrastructural demands brought forward 
by a growing urban consumer society".19
For modem architecture to develop in Australia, it was necessary to acquire an 
industrialised base for producing materials and construction techniques for 
architectural modernism, and an urbanisation to provide the labour and the sites for 
modem buildings. However, as Peter Cochrane has pointed out, the conditions for 
Britain's levels of investment by in Australia in the 1920s were urbanisation and 
industrialisation.20 Furthermore, Australia sought loan capital from Britain to 
expand its modernisation, urbanisation and industrialisation.21
The iron and steel industry, was the industry which industrialised most successfully 
in Australia. It was crucial to modernism. At the beginning of the twentieth century 
most iron and steel was imported to Australia. It was relatively scarce and 
expensive. In Australia internal iron frames were used with an external masonry 
wall in multistorey buildings from the 1890s. In New South Wales, the building 
regulations were essentially conservative, requiring load bearing external masonry 
walls, they did not support the adoption of fully framed steel structures. The higher 
the wall the thicker it had to be at its base, this limited constructing high buildings 
on some unsuitable sites.22 Furthermore, the use of fully framed multistorey steel 
structures was limited by the lack of steel production in Australia. B.H.P. established
19 Ibid.
20 Ibid.
21 Ibid.
22 "The Great Change," Construction Review, November 1977, p. 35. See also John Maxwell 
Freeland, Architecture in Australia A History, (Ringwood, Melbourne, 1974), pp. 88,110, 238.
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a steelworks at Newcastle in 1912. Commercial production was given a boost during 
both World War I and World War n, and Australia became less dependent on the 
importation of iron and steel.
The structure that most obviously used modem construction techniques and modem 
materials was the Sydney Harbour Bridge. The steel for some of its girders was 
produced at the B.TLP. steelworks in Newcastle. To the Australian public, 
especially in New South Wales, it became a symbol of modernity. It was 
photographed during its construction by professional photographers and hundreds of 
amateur photographers.23 Henry Mallard comprehensively photographed its 
construction, prominently featuring the new modem technology.
The establishment of an Australian steel industry did not indicate the end of 
Australia's economic dependency on Britain. However, after World War I Britain's 
steel industry was in decline, and tariff sureties in Australia combined to lure from 
abroad the enterprises which eventually coalesced into B.H.P. By World War II 
Australia's own industry drove its economy, and iron and steel was the most 
important industry.
How did such industrialisation which occurred so successfully in the steel industry 
progress in other industries required for modem architecture? Australia's concrete 
industry also had an innovative start, with many developments beginning in the late 
nineteenth century. This produced a competition between the steel and concrete
23 Anne Marie Willis, Picturing Australia (Sydney: Hale and Iremonger, 1989), p. 150.
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industries. Reinforced concrete use was sanctioned in Australia in the late
nineteenth and early twentieth century. Miles Lewis claims:
"The period following the Great War was that in which reinforced concrete 
became a familiar and accepted material, rather than the province of a few 
specialist firms and important buildings."24
The dome of the main reading room of the Melbourne Public Library was designed
in 1906 by Bates, Peebles and Smart.25 It was the largest spanned concrete dome in
the world for one year after its completion in 1911.26 With a span of just over
thirty-five metres (one hundred and fifteen feet) more importantly it was the first
reinforced concrete structure of any size in Australia. Full reinforced concrete
framed buildings had been built in central Melbourne from 1905 and in Adelaide
soon afterwards. Although the floor slabs in Sydney's Central Railway were
constructed of reinforced concrete in 1906, it was not until 1919 when Union House
was built that Sydney had its first fully framed reinforced concrete multistorey
building. It was also the first building in Sydney to use a scientifically designed
concrete mix.27 It was designed by Manson and Pickering for the Union Steamship
Company and the Clerk of works was brought from the United States of America for
his expertise in concrete construction. Several more reinforced concrete framed
buildings were built in Sydney during the next few years including, the Angus and
Coote building of 1919 in George Street designed by Mould and Mack Walker, and
the Astor Flats in Macquarie Street of 1921 designed by one of the prominent
24 Miles Lewis, Miles Lewis, 200 Years o f  Concrete in Australia (Sydney: Concrete Institute of 
Australia), p. 100.
25 Henry Cowan, Science cmd Building: Structural and Environmental Design in the Nineteenth 
and Twentieth Centuries (New York: A. Wiley - Interscience Publication, 1978), pp. 149-50. The 
design was by N.G. Peebles from rough sketches drawn by the chief librarian. See also David 
Saunders, "The Dome of the Public Library Melbourne," a paper located at the Cement and 
Concrete Institute Library, Sydney.
26 "The Revolution," Construction Review, November 1977, p. 52. All the concrete for the dome 
was mixed on site by hand although mechanical mixers were introduced in 1902.
Ibid.27
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Sydney architectural practices of the time, Esplin and Mould. The latter was claimed 
to be the tallest reinforced concrete building in Australia.28 By the 1920s concrete 
was being promoted through the journals and in many cases it was for its suitability 
as a floor material. For example, Building had published from the first decade 
articles on concrete, and during the 1920s it had a regular section on concrete which 
discussed the latest use of the material. It also published longer articles which 
described various concrete techniques and featured buildings that had used concrete 
in their construction. It gave photographic coverage to Union house. Australasian 
Concrete, a magazine, was first published in 1919 and Highways later retitled 
Constructional Review was first published in 1922. Australian cement 
manufacturers cooperated with each other rather than engage in competitive 
practices, and from 1906 they attempted to form a manufacturers’ group.29 The 
Australian Cement Manufacturers Association was founded in 1919 and the Cement 
and Concrete Association actively promoted the use of concrete as a new material.
In keeping with the lively interest in concrete houses in the 1920s and 1930s they 
sponsored a design competition for a concrete house for the 1934 Centenary of 
Victoria. The entries responded to the modernist material in their designs, with 
Donald Ward's modem design winning first prize. Leslie Perrott had published 
Concrete Homes in 1925 including many designs which were in the more 
widespread bungalow style. Building and Engineering published several proposals 
for modem concrete houses in the early 1940s [111. 77].30 Off form concrete had an 
early and innovative use in Australia, most notably in 1927. The competition for the
28 See Miles Lewis, op. cit., p. 100; Australian Home Builder, May 1923, p. 63; and the Sydney 
Morning Herald, 26 October, 1923, p. 8.
29 Miles Lewis, op. cit., p. 129. Cement manufacturers first grouped together to present a written 
submission to the Royal Commission into Tariffs in 1906. In 1907 at a conference in Sydney they 
attempted to form an association.
30 See Building and Engineering, June 24, 1943, p. iii, and September, 1943, p. iii.
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design of Winthrop Hall for the University of Western Australia was won by Rodney 
Alsop and Conrad Sayce architects from Melbourne. It featured a colonnade and 
barrel vaulted undercroft constructed of finely detailed board marked insitu 
concrete. Alsop had championed the use of reinforced concrete and its benefits of 
strength as early as 1908.31 The innovations in concrete continued into the 1930s 
and in 1935 premixed concrete was introduced. Readymix opened its first 
processing plant on Glebe Island in 1939, and Monier Concrete industries opened a 
second premix production facility for a short period in 1945 in Sydney. From the 
1950s ready mixed concrete replaced site mixing and Australia continues with 
advanced operations in this area.32 After the 1950s other areas of concrete 
production including roof tiles, precast building components and prestressing 
techniques expanded extensively as technology and the skilled labour force grew.
Other new materials used in European modernism were not adopted with the same 
vigour in Australia during this period. For example, modem technologies were not 
as fast to come to the glass and brick industries. Australian glass manufacturers did 
not produce large sheets of glass until the mid-1930s.
Bricks as a fireproof material and face bricks with specialised colours and textures 
had been an acceptable form of material since the late nineteenth century.33 Brick 
technology did compete with concrete technology and it was given coverage in the 
architectural and building journals, for example, the Journal o f the Royal Victorian
31 "Off the Form," Construction Review, November, 1977, p. 56. Rodney Alsop had lectured to the 
Royal Victorian Institute o f Architects in 1908.
32 "The Revolution," op. cit., p. 53.
33 Henry Cowan, op. cit., p. 272.
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Institute o f Architects in May, 1935, had a special feature on brickwork.*4 Its length 
of twenty pages was unusual for an article in this journal, and was an indication of 
the way in which brick was considered as a modem material important to modem 
Australia.
There was an established practice of cooperation between the brick manufacturers 
and architects resulting in many instances in bricks manufactured for particular 
buildings according to the architect's specifications. In the 1930s Australian 
architects were especially interested in specifying bricks in different colours and 
sizes. One notable example of this was between the Northcote Brick Company and 
Edward Billson. They produced a narrow size brick glazed in bright colours for the 
Sanitarium Health Food Company and the Signs Publishing Company, projects for 
the Seventh Day Adventist Church at Warburton, Victoria. 3d A residence at 
Malvern, Melbourne, designed by Godfrey and Spowers featured narrow long bricks 
and used bricks of different colours and sizes produced by Evans Bros., Melbourne. 
The Glen Iris Brick, Tile and Terra Cotta Co. also in Melbourne produced the 
narrow cream facebricks used for two projects in Melbourne during the 1930s. 
Firstly, for MacRobertson Girls' High School, 1934, secondly, they supplied the 
cream toned bricks used in the Second Church of Christ, Scientist, Camberwell, 
Melbourne designed by Bates, Smart and Me Cutcheon, 1936. In the latter example 
there was a recessed channel course at regular intervals.36 There was an extensive
34 "Architecture in Brickwork, " Journal of the Royal Victorian Institute of Architects, May 1935, 
pp. 69-90.
35 Northcote Brickwork Documents held at the University of Melbourne Archives. In an interview 
with Edward Billson by C. Hardwick, Mt. Eliza, Melbourne, 1979 he explained Northcote 
Brickwork’s willingness to produce special bricks to his specifications o f colour and size.
,0 "Second Church o f Christ Scientist," Journal o f the Royal Victorian Institute o f Architects,
January 1937, pp. 182 - 199.
115
use of terra-cotta as a face material, which was in essence a superior quality of brick 
made in special sizes.
Emile Fourcault, a Belgian, patented in 1904 the process for making sheet glass 
directly from a pool of molten glass. Later in 1927 an improved process was 
developed in America by the Pittsburgh Plate Glass Company.57 In 1916 an 
amalgamation occurred of three glass bottle works: the Melbourne Glass 
Bottle Works, the Waterloo Glass Bottle Works, and Vance and Ross in Alexandria. 
The new business was known as the Australian Glass Manufacturers' Company Ltd. 
and was responsible for bringing mechanisation to the glass industry. During the 
period 1919 to 1935 it took over and modernised a number of glass manufacturers. 
Its director, W.L Smith, who negotiated the original amalgamation was a 
businessman with obvious foresight who made regular trips overseas to keep up with 
the latest technological developments. His ambition was to establish the foundation 
for a modem window glass industry, in 1929 Australian Window Glass was formed 
as a subsidiary, and by 1932 it was producing the first sheet glass in Australia. In 
1935 it produced the first glass bricks. Since glass has a high compressive strength, 
the glass blocks were able to replace concrete in walls, as seen in early examples in 
Paris, a residence by Auguste Perret, at No. 25b. Rue Franklin, 1903 and Le 
Corbusier's Cite de Refuge, 1933. Glass bricks were used first in a modem building 
in Australia in Adelaide, in the front facade of the Thomas H. Webb building 
designed by Lawson and Cheeseman in 1935. This demonstrated that they could be 
used as a Ioadbearing material that could also admit daylight without being 
transparent. Alkira House in Queen Street, Melbourne, designed by James Wardrop
37 Henry Cowan, op. cit., p. 275.
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in 1936, used glass bricks in the central vertical panef for the five storeys of this 
miniature Art Deco skyscraper. Their use became widespread during the late 1930s 
as they were an ideal material to admit light yet retain some privacy.38 The 
Australian glass industry by 1935 was an extremely modernised one. Decoration and 
Glass, the journal published by the Australian Glass manufacturers, played a vital 
role in the dissemination of information on glass and championing modem and 
innovative examples of its use.
Technology
In 1879 the first passenger lift in Australia was introduced at the International 
Exhibition held in Sydney's Botanical Gardens.39 In 1939 the Century Building at 
Melbourne was the first building in Australia to be air-conditioned. There was little 
if any development of the préfabrication of materials until after World War II. 
Technologies developed during the war made it possible to produce prefabricated 
components in Australia. It was quite logical that the most advanced design of these 
occurred in a steel house exploiting aircraft production techniques developed by the 
Federal Aircraft Production Department. It was a five roomed house named, the 
Beaufort House, and was designed by Arthur Baldwinson in 1946. Production was to 
have commenced in a converted aircraft factory, but a newly elected Victorian State 
Government abandoned the project in 1947, and it was not until the 1950s that 
préfabrication was widely used in the building industry in Australia.
38 Carol Hardwick, "Glass Bricks in Victoria," Historic Environment, Vol. 1, No. 3, 1981, pp 9- 
14.
39 "The Great Change," Construction Review, November 1977, p. 35.
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Although many modem materials were first produced and used in the first three 
decades of this century, it was not until the 1950s that they were widely 
manufactured and used in Australia . Some of the technologies that flourished after 
World War ll include multi-storey steel framed modem buildings, stainless steel, 
concrete as a wall material, and the mass production of a variety of building 
components.
Modem architecture in Australia should be seen in the context of a developing 
industrialised base during the late 1920s to 1939. This, to some extent, 
disadvantaged Australia's ability to produce new materials, and to develop mass 
production components and modem construction techniques during this period. 
Consequently, although there were several examples of innovative materials and 
technologies developed and integral to architectural modernism in Australia prior to 
World War If, it was not until after 1945 that they became widely adopted.
MODERN ARCHITECTURE
Having established that certain aspects of popular culture and architectural 
technologies and materials displayed an affinity to modernism, it is pertinent to 
explore the extent of modem architecture in Australia, its manifestations and its 
practitioners.
The context in which modem architecture developed in Australia is analysed in this 
chapter by considering the preceding architectural period and the contemporary 
architectural debate. An overall view of modem architecture in Australia is
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presented by an examination of selected buildings where modernism was evident 
and selected architects who practised modernism.
The question of Dudok's influence and importance is raised in relation to the work 
described. Other European modem architects besides Dudok influenced Australian 
architects, and the nature of their influence is briefly discussed.
Architectural Background to Modern Architecture
The architecture of the late nineteenth and early twentieth centuries provided the 
background from which modem architecture developed in Australia. Did this 
background embody the possibilities for a radical change to architectural 
modernism, or a synthesis of traditional and modem architectural forms? What was 
the relationship between nationalism and modernism in Australian architecture at 
the beginning of the twentieth century?
The economic boom years of the 1880s in Australia produced an architecture which 
reflected the exuberance of that period, with highly ornate and extravagant interiors 
and exteriors. Melbourne was the financial centre of Australia and its great wealth, 
generated partly by land speculation, financed many rich expressions of ornate 
decoration. There were many fine examples in Melbourne of High Victorian and 
"Boom" style architecture, as it has been aptly called, including several grand 
mansions such as Labassa at Caulfield, Melbourne, 1889, designed by J.A.B. Koch, 
with its rich external and internal decoration, and Werribee Park, at Werribee, 
Victoria. This extravagant style was also used for public buildings, such as the
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Melbourne Town Hall, and often as in this case their highly decorative forms were 
derived from Italian Renaissance architecture.
This boom was followed by the economic depression of the early 1890s when 
building work declined. This marked the end of the highly ornate and complex 
decorative styles of the High Victorian period, opening the way to the forms of the 
Federation period.
The Federation period of architecture, as it is now commonly called, referred to 
several architectural styles that prevailed from the mid-1890s to World War I, all of 
which reflected the growing nationalistic fervour preceding and following 
Australia's Federation in 1901. In architecture these styles expressed the desire of 
Australian architects to design buildings that related to Australia's climate and 
culture. At the same time architects were still influenced by movements from 
Europe and the United States, especially the arts and crafts movement.40 Although 
Federation houses had complex plans and roof forms, and often featured terra-cotta 
roof details and stained glass as decorative details, they did not have the lavishness 
or omateness of the High Victorian period.
Throughout the first three decades of the twentieth century a number of different 
styles of architecture occurred concurrently. A Pictorial Guide to Identifying 
Australian Architecture describes twelve different styles for the Federation Period 
1890-1915, and sixteen for the Interwar Period 1915 to 1940.41 During this period
40 See Trevor Howells and Michael Nicholson, Towards the Dawn (Sydney: Hale & Ironmonger, 
1989), for essays on the Federation period.
41 Richard Apperly, Robert Irving, Peter Reynolds, A Pictorial Guide to Identifying Australian
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there were some overriding influences. Firstly, England was rejected as a source of 
inspiration, and America was seen as the place that most represented the new world. 
The California Bungalow had the most dominant influence on housing in the first 
two decades and dates from 1907 to 1920.42 It became the prevalent style of housing 
built before, during and after World War f. Spanish Mission and Hollywood styles 
also provided design sources for these bungalows, although to a large extent only for 
their external form. Secondly, the desire for modernity grew stronger, especially for 
new appliances and technological innovations into homes and workplaces. Thirdly, 
the growth of the detached house occurred. Changes in the workforce meant there 
were fewer women available for domestic help, so houses were no longer designed 
with this consideration in mind. In domestic architecture the desire for fresh air led 
to the incorporation of open "sleep-outs" into the design of houses. The concern for 
fresh air and sanitation also advanced the construction of the detached house, as 
terraced housing was believed to contribute to illnesses in the community. The 
Bubonic plague in Sydney in 1901 was seen by some as an example of this and 
consequently had an influential effect on subsequent building.43
The Ideal Home Exhibition of October 1915 indicated the position of 
domestic architecture at that time.44 Organised by the Institute of Architects of 
N.S. W., and held at the Sydney Town Hall, it displayed a wide range architectural 
designs, furnishings, and the latest labour saving home appliances. A review in The 
Salon gave an indication of the diversity of domestic architecture presented in this
Architecture (Sydney: Angus & Robertson, 1989), pp. 99-206.
42 See Richard Apperlv, "Sydney Houses 1914-1939", M. Arch, thesis, University o f New South 
Wales, 1973. The Thesis summarized n. p. .
43 John Freeland, Architecture in Australia ( Ringwood, Melbourne: Penquin, 1975), pp.225-226.
44 For further references on the Ideal Home Show see Trevor Howells, Chapter 12, "The Morning 
After" in Trevor Howells and Michael Nicholson, Towards the Dawn op. cit. pp. 109-206.
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exhibition:
"On entering the hall one met with innumerable plans of almost every 
conceivable kind of structure, from the solid masonry of a cathedral, or a 
handsome pile of a great city warehouse, to the humble four-roomed cottage, 
designed for the suburban residence of the wage-earning artisan."45
The main attraction was a four bedroom model cottage built in the centre of the
exhibition's ground floor and designed by Sydney architect Roscoe J. Collins [111.
190], Although its "artistic design" was said to be "all that an architect thinks that a
small cottage of today should be" it was in the style of a California bungalow
constructed from a new building material, "Scandia", and had weatherproof wood
boards, wide verandahs, and a pitched roof.46
George Sydney Jones was awarded first prize in the competition held at this 
exhibition, for his model of an ideal cottage. His entry did not express support for 
the flat roof or a modernist approach to the form of the building; rather, his design 
was in keeping with the general affection of architects and builders for the 
Bungalow style. However, it did display restraint of ornament and commitment to 
new materials, with its unadorned walls and large window areas. In 1906, in one of 
his "Castle of Spain" articles in Art and Architecture, he stated that for his house, he 
would not be content with anything other than a flat roof.47 However, this feature 
was not incorporated into his ideal house for the general public.
In this architectural climate of predominantly derivative styles, several Australian 
architects clamoured for an architecture which was not only responsive to Australia's
45 "The Ideal Home Exhibition," The Salon, November 1915, p. 78.
46 Ibid.
47 George Sydney Jones, "Castles in Spain," Art and Architecture, March 1906, p. 69.
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climate, but was also of Australian design. Conrad Hamann, in "Nationalism and 
Reform in Australian Architecture 1880-1920", argues that nationalism was a 
"motive force in Australian architectural thought between 1880 and 1920" 
particularly as evident in three styles, Queen Anne or Federation Villa, Colonial 
Revival, and Pioneer Modem.48 He further argued that in some instances this drive 
for a nationalist architecture was also for an architecture of reform, in this case a 
modernist one.49
Some architects were not fully convinced of the desirability of developing a national 
modem architecture. In an address to the members of the Western Australian branch 
of the R.I.AW.A. in 1927, the President, A.R. Wright, acknowledged the need to 
develop a national architectural style, but supported the practice of architects 
borrowing from other cultures:
"A strong feeling has been growing in Australia that we ought to be 
developing a characteristic type of architecture of our own. As in all 
ages one country has borrowed ideas from another, and adapted them
• • | |  C fjto its own requirements...
There is evidence that architects at this time were beginning to simplify their 
designs. This can been seen most readily in the simplification of external facades. 
However, it was by the incorporation of the flat roof that early modernist design 
became most evident in the domestic sphere from 1906 to 1911. The most important
48 Conrad Hamann, "Nationalism and Reform in Australian Architecture 1880-1920," Historical 
Studies 18, 1979, pp. 393-411. The term "Pioneer Modem", is taken from Robin Boyd and 
includes the work o f  Desbrowe Annear and Robert Haddon. Hamann has noted that in addition to 
Annear and Haddon cited by Boyd and Freeland, Howard Tanner added B.J. Waterhouse and 
Hamann added George Sydney Jones and Roscoe Collins.
49 Ibid.
50 A.R.L. Wright, "RIAWA Presidential Address," Building and Construction, July 28 1927, pp. 14 
-18.
123
and vocal of those who sought a modernist architecture as integral to an Australian 
architecture were George Sydney Jones, Desbrowe Annear, and Robert Haddon.
Although the flat roof had been part of the design of several commercial and 
industrial buildings in Australia since the late 1890s, domestic buildings with flat 
roofs were still unusual. In Sydney, some of the architects who designed houses 
with flat roofs from 1907 to 1914 included George Sydney Jones, Henry Wilshire, 
Routledge Louat, Donald Esplin and Roscoe J. Collins.51 published in 
the journals of the time - Art and Architecture, the journal of the Institute of 
Architects ofN.S.W., 1905 to 1907, its successor, The Salon 1912 to 1917, and 
Building.
George Sydney Jones
The most notable of these flat roof designs were those of Sydney architect George 
Sydney Jones.52 In 1906 and 1907, as a contributor to a series of articles "Castles in 
Spain" published in Art and Architecture, in which architects put forth their ideas 
for the design of their own home, Jones presented drawings for his design of "My 
Own House" [111. 188], With its flat roof, undecorated surfaces and cuboid massing,
51 John Phillips, "In Search of a Modern Idiom for Australian Architecture, The Flat Roofed Houses 
of George Sydney Jones," Fabrications, No. 1, December 1989, pp. 56-76.
52 George Sydney Jones has been previously acknowledged for his early modern houses. Refer to 
Richard Apperly "Sydney Houses, 1914-1939", op. cit., Vol. 1 pp. 42-43; L. Martin "George 
Sydney Jones Architect, 1864-1927" B. Arch. Thesis, University ofN.S.W , 1979; Conrad 
Hamann, "Nationalism and Reform in Australian Architecture 1880-1920," Historical Studies 18, 
72 (1979), and "Forgotten Reformer: the Architecture of George Sydney Jones, 1865-1927, 
"Architecture Australia, May 1979, pp. 42-44.; History of Australian Architecture, Slide Sets, 
Conrad Hamann, No. 4. 1900 -1945, (Educational Media, Australia), 1985; John Phillips, "In 
Search o f a Modem Idiom for Australian Architecture: The Flat-roofed Houses o f George 
Sydney Jones," Fabrications, No. 1 pp. 56-76; Trevor Howells and Michael Nicholson, Towards 
the Dawn op. cit., Chapter 12 "The Morning After".
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it presents a design more modernist in its form than any of his previously built 
works. He saw the flat roof in functionalist terms, suggesting possible uses:
"...a flat roof to my house, where during the daytime, under a canvas awning, 
I may do my work, or tell my children of Nature...or at night-time, where I 
may lie and dream my dreams..."53
His writings on flat roofs were published by The Salon and by its predecessor, Art 
and Architecture, of which he was the editor during this period. He published two 
articles specifically about the flat roof: "On the House-top: The Flat Roof and its 
Possibilities" in 1912, and "Flat Roofs as Applied to Domestic Architecture" in 
1913.54
Sydney Jones's view of the flat roof was advanced for Australia, and indeed for 
Europe, and was based on modernist principles. Although he made reference to 
eastern countries use of the flat roof, his flat roof was one which was located in a 
modem life style in the urban context of Sydney.55 He conceived it in terms of 
modernist theory, arguing that it would provide utilitarian space for a variety of 
functions, especially the roof garden, a view articulated by European modernists and 
mostly associated with Le Corbusier's five points of architecture. However, Jones' 
articulations on the benefits of the flat roof preceded those of Le Corbusier by more 
than a decade. Jones also viewed flat roofs in a wider context and in so doing he 
acknowledged the importance of urbanisation to modernism. He believed that they 
would enhance the cityscape by providing a more varied roof line in Sydney and, in 
egalitarian terms, that they would enable more people to enjoy Sydney's fine views.56
5j George Sydney Jones, "Castles in Spain," Architecture, March 1906, p. 69.
54 George Sydney Jones, "On the House -top: The Flat Roof: and its Possibilities" 1912 and "Flat 
Roofs as Applied to Domestic Architecture," The Salon, January-February 1913, pp. 279-280.
55 George Sydney Jones, "Some Thoughts on Australian Architecture," Art and Architecture 1905, 
pp. 219-220.
Ibid. p. 213.56
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He stated:
"Sydney's unrivalled site should have suggested long ago the utilisation of 
these [flat roofs] necessary adjuncts as gardens; for few cities in the world 
can surpass ours in the number of lovely views to be obtained from almost 
every part. "57
Jones also discussed suitable materials and structural considerations for flat roofs of 
that time, mentioning the pioneering use of Malthoid produced by the Parafme Paint 
Company.
Trevor Howells claims that Sydney Jones was "the most notable architect to oppose 
the [Federation] style".58 Between 1909 and 1911, Jones designed three houses with 
flat roofs which were constructed in Sydney: Bamcleuth in Pennant Hills, 1909, 
Lome in Beecroft, 1909, [III. 186] and Luleo in Strathfield, 1911. These houses are 
distinctive in Australian domestic architecture of the period chiefly because Jones 
designed them with a flat roof as an essential element of their form. With their flat 
roofs and the undecorated surfaces of the external walls, Jones instigated the 
beginning for modem domestic design in N S W. Jones' design of Bamcleuth, his 
own house, displays some eclectic characteristics common to the period. However, 
his use of flat roofs and relatively undecorated surfaces presented a form that was 
modem if somewhat impure.
In "Concerning Australian Domestic Architecture," George Sydney Jones wrote 
about the influence which the concern for cleanliness and health had exerted on 
architecture:
57
58
Ibid.
Trevor Howells and Michael Nicholson, op. cit. p. 199.
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"It is seen in the efforts to secure simple but refined efforts in form, and in 
colour schemes, and it is seen in restraint in the use of ornament. More 
thought is being put into design, demanded by new ideas, and new methods 
and customs are being adapted to use. The old gabled and hipped roof is 
passing away, and the flat roof is taking its place."59
In the first decade of the twentieth century, there were also projects put forward in
Melbourne which had flat roofs. For example, a proposal for a two-storey house for
R.C. Anderson at Kew by Philip Hudson had not only a flat roof but also
undecorated surfaces and cuboid massing.60 Donald L. Johnson attributed the
influence of Hudson's design to several American sources: Frank Lloyd Wright's
concrete "Fireproof House" of 1907, a bungalow at Pasadena by John C. Austin, and
the Prairie School architects such as Walter Burley Griffin.61
Harold Desbrowe Annear
The seminal work of Melbourne architects Robert Haddon and Harold Desbrowe 
Annear was acknowledged by both Boyd and Freeland as pioneer examples of 
modem architecture in this country. Broceliande, designed by Annear, was built 
before the end of World War I in Toorak, Melbourne. Its cuboid form showed a 
clear understanding of modernist principles with its plain white walls roughcast like 
the domestic work of Jones and Roscoe Collins, a flat roof, and no ornamentation. 
The placement and design of the windows in horizontal lines in the front facade 
displayed the careful consideration of a modernist composition. The house had been 
designed by using a module of nine hundred millimetres (three feet); for example, 
the living room was twelve metres by six metres by three metres (thirty six feet by
59 George Sydney Jones, "A Word Concerning Australian Domestic Architecture," Art and 
Architecture, January-February 1909, pp. 5-6.
60 Phillip B. Hudson, "Modem Designing," Home and Garden Beautiful, April 1915, pp. 988-995. 
and also see Phillip B. Hudson, "Proposed Building," Building, May 1915, p. 61.
61 Donald L. Johnson, Australian Architecture 1901-1951: Sources o f Modernism (Sydney: Sydney 
University Press, 1980), p. 58.
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eighteen feet by nine feet high). Earlier, between 1900 and 1903, when
Annear designed three houses at Eaglemont, Melbourne, including his own, his
innovative approach to planning was evident. His own house was an open plan, with
a living room and dining room which could be divided by large screens when
needed. Robin Boyd recalls how Annear "liked to stand visitors at a certain spot in
the entrance hall and point out to them that they could see into every one of the nine
rooms of the house including, with the help of a mirror, the service wing".62 Other
elements of its design reveal its pioneering approach to modernism. It had
one glazed wall which opened onto a sun balcony, most of the furniture was built in,
the windows were ingeniously designed to slide into the cavity of the wall, and the
fireplace projected into the living room thus functioning as a partition. These early
modernists have recently been reappraised by Harriet Edquist who reviewed Robin
Boyd's history of Annear. She argues:
"Boyd's historical method relies on an extremely effective use of anecdotal 
narrative that replaces close argument or analysis.... Hence the 
concentration on three or four houses, the avoidance of context and the 
banishment of dozens of later projects into oblivion."63
However, since the innovations of Annear's canonised works provide early
modernist examples they must be acknowledged and analysed. The designs
of a number of his buildings were derived from the Arts and Crafts Movement,
however in this is seen Annear's use of the modem .
Walter Burley Griffin and Marion Mahoney
In an account of the architectural background to modernism in Australia the
significant architecture and town planning of Walter Burley Griffin and Marion
62 Robin Boyd, The Walls Around Us ( Melbourne: F.W. Cheshire, 1962), p. 52.
63 Harriet Edquist, "Legends in Australian Architecture, Harold Desbrowe Annear," Transition, 
Summer 1987, pp. 20-30.
129
Griffin's design for the house Solid Rock at Kenilworth, Illinois, of 1911 certainly 
exhibits a modem form. In Australia there were two areas in which Griffin's and 
Mahoney's work should be certainly considered as modem. Their design of the 
knitlock system of building, and their association with the Reverberatory Incinerator 
and Engineering Company were examples of the new use of materials in the former 
and a modem industrialised process in the latter.
Steel Structural Frame
In Australia during the 1890s, the steel frame for multi-storey buildings, an 
essentially modernist structural form was introduced. It had been first used 
in the Chicago skyscrapers a decade earlier. In the late 1890s architects in Australia 
designed buildings which incorporated a steel frame enclosed in load bearing 
masonry walls, a design solution to the NSW Building regulations which required 
masonry load bearing external walls. The Equitable Life Assurance Company 
building of 1893 -94, now Societe Generale, at Sydney was a significant early 
example of the iron/steel frame. Designed by the New York architect Edward Raht, 
it is an example of the connection between American skyscrapers and Australian 
building. This system was used a few years later by George McRae in his design for 
the Queen Victoria Building in Sydney, 1893-1898, with its internal frame of 
wrought iron and steel. It was also the construction system used in Sydney's Strand 
Arcade and the Colonial Mutual Building. Concrete was used to protect the steel 
frame of The Daily Telegraph Building, 1914, and its floors were of insitu 
reinforced concrete. In the period between the wars, the use of steel frames for 
multistorey buildings increased, and by the 1930s it had become an acceptable form 
of construction, although, even with B.H.P.'s local production at Newcastle, it was
130
more expensive than concrete.66
Myles Dunphy, an architect who had worked for William Adains and Co. in Sydney
which was a thriving practice specialising in reinforced concrete, recalled the
changes to building design and technology from the 1920s:
"...the great change in building design, from the brick shell with hardwood 
storey posts and beams for internal structure, to structural steel framed 
encased in concrete, in conjunction with combination outer walls o f brick 
with stone or architectural terracotta facing."67
Simplicity o f  Form
Architects Leslie Wilkinson and William Hardy Wilson sought to introduce to the
bungalow a simplicity and well proportioned design not evident in designs by
building speculators and some members of the profession. They were both indebted
to the early architecture of the colony with its Georgian proportions and simple
facades. Wilson, particularly, intended his designs to educate both the public and the
profession, as examples of well proportioned buildings. However, the modem
simplicity o f Furulia, a house designed by Wilson for himself in 1914 at
Wahroonga, Sydney, was met with outrage by the local residents, who considered
its plain exterior as hostile to their neighbourhood and demanded that the council
have it demolished.68 Hardy Wilson wrote in 1923:
"...years ago when I returned to Australia from the study o f architecture in 
Europe and America, my enthusiasm for ancient buildings was immense. 
Immediately, I began to search for early architecture, and found a few 
beautiful old houses in the neighbourhood of Sydney, where they were 
hidden away and unknown because o f the apathy which is felt in a new land
b6 R E. McMillan, "Composite Steel and Concrete Frame Construction," Building, December 1936, 
p. 59.
b7 Letter from Myles Dunphy to the School o f Architecture, University o f New South Wales, Copy 
held at the Cement and Concrete Association library Sydney. 
b8 Hardy Wilson: A Living Memory Documentary film produced, edited and scripted by Louise 
Johnson, Polak Productions, Sydney, 1983.
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towards a past not far enough removed from the present to awaken 
thereafter I spent my leisure hours in looking for more, and with each new 
discovery my eagerness grew and I learnt to love these simple structures. 
They were a constant solace and delight in the midst of commonplace later 
work and their value in the future of architecture in Australia could not be 
disregarded."69
THE CONTEMPORARY ARCHITECTURAL DEBATE IN WHICH
MODERN ARCHITECTURE DEVELOPED
The Debate in the Australian Journals about Modern Architecture
The Sydney modem architect Sydney Ancher wrote in 1939 what he understood
modem architecture to be:
"To sum up, the business of the modem movement is to bridge the gulf 
between 'appearances' and reality. This gulf is kept wide by the 
make-believe of historical escapade, by the sterile formulae of period styles, 
or by efforts to perpetuate the obsolete culture of an earlier epoch."70
Robin Boyd in Australia's Home, 1952, stated that the word "modem" was in usage
in Australia from 1910, although its meaning may have not been clearly articulated.
He claims:
"After 1910, the term 'modem architecture' was used with slowly growing 
confidence to describe a new type of building - something more than a new 
variation of an old type. A few pictures had been seen and stories told of 
some extraordinary experimental houses in Europe. Few Australians 
seriously considered this incomprehensible work when they used the word 
modem, but the image of these stark, square blocks helped to give colour 
to the word. 'Modem' sounded glamorous, provocative. It meant freedom in 
planning, plus a hint of licence in proportion. But the freedom was largely an 
illusion."71
What did Australians understand by the term "modem" and what kind of discussion
69 Hardy Wilson, Old Colonial Architecture in New South Wales and Tasmania, Sydney. Ure Smith 
in association with The National Trust o f Australia (NSW), 1975, p. 1.
70 Sydney Ancher, "The Evolution o f Modem Architecture," Architecture, December 1939, pp.244- 
249. The report was submitted by Ancher in fulfilment o f the conditions o f the Travelling 
Scholarship of the Board of Architects o f N.S.W.
71 Robin Boyd, Australia's Home (Ringwood, Melbourne: Penguin 1967), p. 77.
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about this "new type of building" took place? Boyd's view of modem, as 
articulated in 1952, was one directly connected to the image of the international 
style of architecture and devoid of political or social concerns. Functionalism in 
planning Boyd equated to freedom in planning. Ancher expressed modem 
architecture in stylistic terms equating it to buildings that were of their time and that 
did not use architectural styles from the past.
The contemporary debate over modernism in Australian architecture took place in
the professional journals and popular publications. Often this discussion centred on
the question whether modernism was a suitable style for Australia, and whether this
European style of architecture should be adapted to Australian conditions. The
popular journal Decoration and Glass presented this case for adaptation of
modernism to Australian conditions in 1935:
"Australian climatic conditions varying as they do from the conditions 
of England and Europe consequently call for a particular treatment 
that will meet local requirements."72
Decoration and Glass was published by the Australian Glass Manufacturers for 
architects, builders and the home owner. The editor was the Sydney architect, 
Watson Sharp, and under his editorship from January 1936 the publication 
changed substantially and became an overt supporter of modernity and modernism. 
Its new format employed modem compositions and graphics, and it began to 
include photographs of modem composition, with their cut-off views often including 
only a small portion of a building. After Sharp became editor, the number of pages 
per issue increased, and so did its scope. Previously its content had been mainly
72 A Home Built for Australian Conditions," Decoration and Glass, July 1935, pp. 24-25.
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predominantly domestic but now it also discussed commercial and industrial 
buildings.
The debate about modernism was understood to extend beyond the architectural
community and to be of concern to the general public. In 1935 Decoration and
Glass presented modernism in terms of beauty, hygiene and practicability:
"The interests of the community as a whole, not merely the architectural 
profession, are bound up with the efforts to bring architecture to a state of 
perfection as regards beauty, hygiene, and practicability."73
Decoration and Glass, The Home, and the Australian Home Beautiful were the three 
main popular publications conducting the debate over modernism in the mid-1930s. 
Examples of their commitment to it appear in articles in each of these journals in 
their respective May, 1935 editions.
The first of these debates and one that involved both the profession and the general 
public, was commenced with an article in the May 1935 edition of the Australian 
Home Beautiful. It concerned Norman Seabrook's design of 1933 for MacRobertson 
Girls' High School, the winning entry in a competition for designing the school. 
Seabrook's design was clearly influenced by Dudok, most notably in the choice of 
materials, cream narrow bricks and coloured glazed bricks, the massing, and the 
details.74 However, the importance of this project stems from the events surrounding 
its design, construction and opening. The prominent siting of the school brought 
modem architecture into public view, and the publication of photographs of the
73
74
Ibid.
MacRobertson Girls' High School is the subject o f a case study in Chapter Six where it is 
discussed in detail.
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school in the Australian Home Beautiful in 1935 provided the impetus for this 
controversy over modernism.
In the magazine's following issue, June 1935, in an article entitled "1935”, Seabrook 
discussed his ideas on modernism. He had a well articulated view of modem 
architecture in which honesty in structure and materials, and usefulness in function 
were central elements. He wrote:
"In architecture we see the same striving for honesty of expression to achieve 
beauty that is honest in structure and useful in function. The building must 
look like what it is, be it a town hall or a destructor plant, and it should be 
planned to give the maximum of perfection in the use for which it is 
designed, without any preconceived traditional bogeys dictating the form of 
the building regardless of the changes that have occurred in the manner in 
which we work, play and sleep. The materials and type of construction used 
must be best suited to the particular function of the building, so that a brick 
building should not look like concrete, nor a concrete building be made to 
look like stone. The illustration of the MacRobertson Girls' High School 
demonstrates all these points."75
Seabrook displayed a spirit of rationalism as an aesthetic:
"...primarily, and indeed finally, modernism is not a fixed style. Its very 
essence is that it must advance in such measure that it remains at all times 
the pinnacle of thought of the moment...Modernism must be something 
produced to suit our modem needs..."76
The editor had no doubt that Seabrook's architecture was modernist. To his surprise 
letters in response to the question "What is this Modernism?" continued until 
October when the editor reluctantly ceased publishing them, as this subject had 
been dominating the letters section for months. These letters generated much public 
discussion around the issue of modernism and published in a similar manner as 
articles were sometimes several pages long. The following extract of one of these 
letters reveals how much interest in modernism Seabrook had initiated:
75
76
Norman Seabrook, "1935;” Australian Home Beautiful, June 1935, p. 23. 
Ibid, p. 25.
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"The tremendous interest which attaches to the article on modernism by Mr. 
Seabrook and the subsequent expressions from the readers prompts these few 
remarks, and although some efforts of mine have already appeared in The 
Home Beautiful, I hope I may congratulate the journal without appearing
fulsome."77
For some contributors to the debate, modernism led to "exaggerated proportions" 
and "eccentricity", the latter a term that was not uncommonly used to describe 
modernist buildings in the Australian building journals.78 The question of whether 
modernism was suited to Australian conditions was also raised in Decoration and 
Glass, but did not invite the same public debate as had occurred in the pages of the 
Australian Home Beautiful for Australian conditions. This broad term "Australian 
conditions" usually referred to the climatic conditions. One aspect of this question 
arose over the Crother house at Vaucluse Sydney, 1934, designed by Samuel Lipson. 
This modem house received considerable publicity, with the text illustrated by 
modem photos by the Australian photographer, Max Dupain.79 Decoration and 
Glass favourably reviewed this modem house, "a home built for Australian 
conditions", with the lead caption:
"Here is a house built to suit the Australian climate. Will the houses of the 
future be based on these principles?"80
Australian Home Beautiful also published articles that dealt with elements of 
the forms of architectural modernism. The architect Leonard A. Bullen wrote several 
of these, including an important article entitled "The Problem of the Flat Roof: Can 
it be Adapted to suit Australian Conditions?" in May 1935. Bullen presented
77 "Letters to the Editor," Australian Home Beautiful, August 1935, p. 4.
78 Florence Taylor, "Eccentric architects o f  Europe," Building, October 1925, p. 65.
79 Robert Staas claims that Samuel Lipson and Peter Kaad "became one o f the most fashionable 
practices in the interwar period." This fashionability no doubt was a contributing reason to the 
number of reviews their buildings received. Robert Stass, "Samuel Lipson," Architectural 
Bulletin, May 1994, pp. 16-19.
80 Decoration and Glass, July 1 1935, pp. 24-25.
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modernism from a conservative point of view and questioned the flat roof suitability
for Australian conditions. His reluctance to give full support to modernism presented
an over-cautious view for practitioners:
"While on the one hand new ideas and new methods have some attraction 
for many of us, on the other hand we are somewhat afraid of them when they 
refer to any large undertaking. This applies to the modernistic tendency in 
architecture and therefore of course to the idea of the flat roof."81
He also advised:
"But as yet the majority of us hesitate, and perhaps not without 
justification, because in many cases of extreme modernism the good of 
tradition has been thrown overboard with the bad."82
Bullen continued his discussion in the June 1935 edition, and propounded the idea
that the flat roof was in fact "unAustralian".83 Furthermore, he stated that the flat
roof was less acceptable aesthetically than the traditional sloping roof. He
demonstrated this view with practical suggestions, illustrated with sketches, and he
opined:
"...the bald, harsh, and unsympathetic quality of many or most of the 
examples we have seen indicates that something, perhaps, from the more 
traditional and familiar forms must be restored; and this can be readily 
done."84
To disguise the flat roof, Bullen suggested some solutions, such as, the use of an 
overhang or even better, a wide overhang, and the incorporation of open rafters or a 
pergola. A compromise solution he proposed was for a two storey house with the 
upper floor given less area than the ground floor. In this case he suggested that the 
roof to the protruding ground floor could be flat, with a traditional pitched roof for 
the upper storey. One of Bullen's more unusual solutions was to provide a sundeck
81 Leonard Bullen, "The Flat Roof," Australian Home Beautiful, May 1935, p. 18.
82 Ibid.
83 Ibid., p. 19.
84 Ibid.
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in the centre of the roof and surround this with pitched roof on four sides.85 
However, he believed that the flat roof would become part of the Australian 
architectural vocabulary, even if it was a gradual process.
The Home, one year earlier had offered advice to its readers on how to modernise
their homes, also providing sketches, as the means to illustrate proposals. Architect
H.O. Woodhouse presented some "Before and After" sketches and even included
costs. For example, it was suggested that the replacement of wooden door and
window frames with metal ones would greatly enhance the home:
"The entrance hall on the immediate right, labelled 'before', is the one 
which, through no fault of your own, you possibly possess. This hall can be 
improved by instituting new metal framed glass doors and a metal framed 
fanlight above, thus admitting more light within, adding to the aesthetic 
character of the hall and enhancing the general appearance of the interior 
of your home. Cost 25."86
The Home also featured photographs of a recent modem English house, which was 
constructed of concrete, in an article titled "Concrete Economy". The house was at 
Rugby, England, and designed by Erich Mendelsohn and Serge Chermayeff.87 
This concrete house was presented in The Home in a favourable light, as having no 
maintenance costs, as being indestructible and as making a considerable 
contribution to modem life:
"In home making nowadays one of the chief problems to be solved is how to 
obtain the greatest possible comfort in return for the minimum of housework 
and at moderate cost."88
86 H.O. Woodhouse, "Before and After," The Home, May 1934, pp. 40-41.
87 Basedon Butt, "Concrete Economy," The Home, November 1934, p. 37 & p. 62. Mendelsohn and 
Chermayeff were described as "famous continental architects."
88 Ibid.
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Besides its labour saving devices, its form was also commented on. The circular 
form of the terrace and balcony provided a sharp contrast to the white cuboid form 
of the house.
The editorial of Decoration and Glass, July 1936, addressed the familiar debated 
question over the nature of "Modem Architecture" and came out in support of 
functional planning:
"Modem houses are built for modem living, steel and concrete, honest 
and necessary shape, pleasure in the relationship of geometrical shapes."89
By the end of the 1930s modernism had been thoroughly debated in the Australian
journals. Sydney Ancher summed up his understanding of modernism, discussing its
rationality, clarity and its newness. In his report "The Evolution of Modem
Architecture" submitted to the Board of Architects of N.S.W. and published in
Architecture he put forward his ideas on modernism:
"Complete understanding cannot be arrived at without considerable effort. It 
involves above all else the jettisoning of many old and tried practices. There 
are no short cuts, and the 'natural artistic instinct' will be of no use 
whatsoever if unguided by a mind capable of clear, impersonal thought. The 
new aesthetic is approached through reason alone.
The basis of the modem aesthetic is knowledge and system, from which 
spring all its characteristics of clarity and exactness and its refusal to be 
content with what is only approximate or ill-defined."90
Centenary of Victoria, 1934
The centenary of Victoria and the enthusiastic celebrations that accompanied it in 
that state, fostered the debate over architectural modernism. For instance, the 
various architectural competitions held in Victoria in conjunction with the centenary
89
90
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encouraged modernism and advanced Melbourne's lead in the architectural debate 
on modernism. The Cement and Concrete Association organised a competition for 
the design of a concrete house, and the Building Industry Congress held a 
competition for the perfect home design. Many of the entries for both these 
competitions were examples of modern design. The Building Industry Congress 
encouraged modem design and three of the five categories of the Perfect Home 
Competition were won by Donald C. Ward, an architect with the Commonwealth
Department of Interior. Ward's entry in the category of "A Concrete House" was
described as "experimental" and as an indication of likely designs for the future:
"The so-called 'modem house' eliminates all extraneous decoration or 
period style effects so much sought after in recent years, and employs new 
methods of construction and use of materials. The result should mean 
cheaper building, or, as indicated in this plan, designed under the £1550 cost 
limit, more house for the same money. This design together with 
many others entered in the Centenary Homes Competition is perhaps rather 
of an experimental nature, being indicative of the probable future trend in 
domestic architecture."91
The practices of Mewton and Grounds, and of Norman Seabrook presented modem 
design in their successful entries.92
However, not all architectural activities for this celebration championed the modem. 
A brochure was to be produced for the Centenary which would feature buildings 
considered to be significant by "important people".93 The proposed list included 
predictable buildings such as Parliament House, The Treasury, and St. Patricks
91 John Scarborough, "Building Industry Congress Exhibition," Australian Home Beautiful, January 
1935, pp. 15-20.
92 Perfect Home Competition - Second and Fourth Prizes were awarded to Ballantyne and Wilson, 
Third Prize was awarded to Seabrook and Fisher, Australian Home Beautiful, December 1934, p. 
11.
93 Mary Turner Shaw, "The Century in Double Vision," 1934: A Year in the Life o f Victoria, 
(Melbourne: Library Council Of Victoria, 1984), p. 44.
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Cathedral. Architect Leslie Perrott strongly suggested that more recent buildings 
should be nominated including the low horizontal McPherson's Building in Collins 
Street, Melbourne 1933, designed by John Reid in association with Stuart Calder. It 
was a fine example of modernism both in its design and materials.94
Institute Awards
Melbourne's lead in modernism was conspicuously promoted by the Royal 
Australian Institute of Architects, Victorian Chapter (R.I. V.A.). The R.I.V.A. 
awarded the Stooke house, Brighton, 1935, by Geoffrey Mewton, and the Henty 
house, Frankston, by Roy Grounds "the best houses for the century" in 1935. At that 
time, in New South Wales the popular Georgian revival styles were being favoured 
by the N.S.W. Institute. The first N.S.W. example of an award to a modem house 
was made in 1952, when the Rose Seidler house was awarded the Sulman award. 
Two years earlier in the commercial and industrial category the Dudok influenced 
Top Dog Mens Wear Production Wear Factory at Dee Why had received the award.
Influential European Modern Architects other than Dudok
As already noted other European architects, besides Dudok, influenced Australian 
architecture during this period. They included Alvar Aalto, Le Corbusier, Walter 
Gropius, Mies van der Rohe, Erich Mendelsohn, Serge Chermayeff and Wells 
Coates. Richard Apperly’s survey in 1967 previously referred to concluded 95 that 
Wright was the most popular, in fact more popular than the European "masters" of 
modem architecture Gropius, Le Corbusier and Mies van der Rohe. Jennifer Taylor
94 Ibid.
95 Richard Apperly, "Sydney Houses 1914-1939", op. cit. p. 329.
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in Australian Architecture since 1960 asserted that Mies van der Rohe had the 
largest influence on Australian modem architects post-1945, claiming:
"The most widespread influence in Australia in the immediate post war 
period was certainly that of Mies van der Rohe. His architecture of haute 
couture stood as the antithesis to the homespun look, and to the Australian 
architect trying to break from provincialism it represented the epitome of
achievement."96
The Sydney architect Gerard McDonell recalled that he had been impressed with 
the buildings he had seen in Europe especially Germany and Britain.97
As further discussed in Chapter Five, modem English architecture played a 
significant role in the development of Australian modem architecture. In addition to 
those English architectural practices such as Sir John Burnet, Tait and Lome, who 
were influential in making known the work of Dudok to others, some modem 
English architects were directly influential themselves as models for modernism, 
and some English architects influenced Australians who worked for them. For 
example, Well Coates was important in the development of the Australian architect, 
Best Overend who worked for him. Maxwell Fry and Walter Gropius, who at this 
time were practising in England, influenced Arthur Baldwinson.98
The Home claimed an influence of Le Corbusier on the Crouther house at Vaucluse, 
Sydney, designed by Samuel Lipson, even though there is little in the design to 
connect the work to that of Le Corbusier. The reference is perhaps to the large areas 
of fenestration and the curved line of the large cantilevered balcony, although the
forms were not pure Corbusian: "Horizontal, vertical and curved lines give a
96 Jennifer Taylor, Australian Architecture Since 1960 (Canberra: Royal Australian Institute o f  
Architects Education Division, 1990), p. 17.
97 Richard Apperly, "Sydney Houses 1914 -1939", op. cit. p. 186.
98 Ibid. p. 240. Interview with E. Laird by C. Hardwick, Geelong, August 1991.
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geometric Le Corbusier effect."99
Donald Leslie Johnson, in Australian Architecture 1901-1951, Sources o f 
Modernism, mentions Le Corbusier and Marcel Breuer as influences on Australian 
architecture, although he considered that Dudok was a major influence. He mentions
Le Corbusier in relation to the domestic architecture of Roy Grounds and Geoffrey 
Mewton. When discussing Grounds' own home Ranelagh at Mount Eliza, Victoria, 
of 1935, Johnson writes:
"The ground floor was surmounted by a small sunroom and large areas of 
sundeck. Le Corbusier would have approved."100
Surprisingly, Alvar Aalto was mentioned only in Johnson's last chapter, which
focussed on Harry Seidler.
MODERN ARCHITECTURE BY MODERNISTS OTHER THAN DUDOK 
PUBLISHED IN THE A USTRALIAN JOURNALS 
Modem European architecture was introduced to most general readers in the 
Australian Home Beautiful in an article on the new overseas architecture by 
Geoffrey Mewton.101 This was commissioned by the editor, who was a friend of 
Mewton, on Mewton's return to Australia in 1932, and published in December that 
year. It was an optimistic article, predicting that the future of architecture lay in 
"functionalism", as Mewton called the International style. His account of modem 
architecture introduced readers to the architecture of Le Corbusier and Mendelsohn,
99 The Home, October 1934
100 Donald Leslie Johnson, Australian Architecture 1901-1951: Sources of Modernism, (Sydney: 
Sydney University Press, 1980 ) p. 100.
101 Geoffrey Mewton, "Architecture Abroad," Australian Home Beautiful, December 1932, pp.
46-47.
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and the Bauhaus, but not Dudok.1"'2 In January 1933 Mewton contributed a further 
article on architecture overseas, entitled "Modem and Medieval", in which he 
described the current architecture of England, America and Northern Europe .The  
emphasis on functionalism and the adoption of large areas of glass to admit light 
into buildings were praised by Mewton as desirable design elements. Again, Dudok 
was not mentioned. However, Mewton was a great admirer of Dudok and visited his 
buildings at Hilversum.104 Possible explanations for the omission could be that 
Mewton did not see Dudok's architecture as part of the functionalist school, or that 
he did not think that Dudok would be familiar to general readers.
Decoration and Glass included a small report on overseas architecture each month, 
titled "Scene Abroad". Surprisingly, although Dutch architecture enjoyed a high 
profile with Australian architects, Holland, with the exception of a small article in 
the late 1930s discussing Dutch Town Planning, was not mentioned.103 This is more 
curious in light of the fact that Decoration and Glass was one Australian journal 
which was an ardent supporter of modernism.
Naturally, photographs of modem buildings by architects other than Dudok were 
also published in the 1930s and 1940s Australian journals. Some were published 
before photographs of Dudokfs buildings and continued to be published 
throughout the 1930s. During the mid-1930s these photographs were published 
concurrently with photographs of Dudok's architecture. Many of these photographs
102 Ibid.
103 Geoffrey Mewton, "Modem Medieval," Australian Howe Beautiful January 1933, pp. 14-17.
104 In an interview with Julie Ewington in 1973, Mewton stated his admiration for Dudok. Part 
of this interview was used as source material in Donald Leslie Johnson, op. cit., pp. 98-100.
105 "Town Planning Overseas," Decoration and Glass, October 1939, p. 69.
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of modem European and American architecture were reproduced from overseas
journals. One source for photographs was the German journal of architecture and
especially interiors, Innen Dekoration. The Australian Home Beautiful republished
photographs from it to illustrate Geoffrey Mewton's article, ’’Modem and Medieval,’’
in January 1933, subtitled "Modem Architecture in Other Countries". Mewton
described Innen Dekoration as "that fine Darmstadt magazine devoted to the
building arts."106 The lead photograph displayed a modernist aesthetic. It was a cut
off view of a detail of a building, depicting a curved metal balustrade and its
surrounding curved concrete walls. The caption made reference to the modem
design and was in terms which Australians associated with modernism,
"The lady in the photograph above is not on a liner's bridge, but on a balcony 
of this modem German residence."107
Two other photographs for this article illustrated modem German domestic 
architecture.
The architecture of the English practice of Sir John Burnet, Tait and Lome was well 
documented in the Australian architectural journals during the 1930s. Their 
architecture achieved visual representation in the Australian journals by both 
reproductions of the architectural drawings and black and white photographs. These 
were some of the first modernist buildings to be illustrated in Australian journals. 
This English practice received favourable coverage by the editors and, subsequently, 
Australian architects.
The first photographs of buildings by Sir John Burnet, Tait and Lome in an
Australian journal were published in Architecture, in March 1929. They were
106 Geoffrey Mewton, "Modem and Medieval,” op. cit., p. 14.
107 Ibid.
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photographs of a house at Silver End Garden Village, Essex, designed by Thomas 
Tait. This was one of three houses he designed at Silver End, all of which received 
wide coverage both in Australian journals as well as the English and American 
journals. The photographs published in the Australian journals were reproduced 
from those in the English journals. In Architecture, April, 1931, photographs of 
these houses were again reproduced. To the Australian audience they would have 
represented modem architecture, and it can be assumed that this is why they were 
chosen. Their inclusion in the Australian journals was one of the introductions for 
Australian architects to modem English architecture and, in this instance, to the 
work of Sir John Burnet, Tait and Lome [III. 184, 185],
A similarity between these houses and Dudok's architecture was evident in both the 
treatment of the brickwork and the use of colour. The houses, constructed of brick, 
were designed to emphasise horizontality; this was further emphasised by raking out 
the brick joints, a means frequently employed by Dudok for the same reason.
The captions to the photographs of the House at Silver End in Architecture,
demonstrate the interrelatedness of text and photograph. They were used together to
convey an understanding of an aspect of the design, namely the use of colour, that
could not be shown in a black and white photograph.
"House of brick painted white, metal sashes painted blue, door orange, 
painted ornament on angular feature and balcony hood in strong orange. The 
wide windows have dark blue curtains. The effect is a trifle severe but very 
attractive."108
The problems of reproducing photographs in the Australian journals, and
108 "Silver End Essex," Architecture, April 1931, p. 91.
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presumably their editors' lack of knowledge about the buildings is highlighted by an 
example from Architecture in the early 1930s, which published a photograph of 
Walter Gropius's new Bauhaus building at Dessau, 1926. The full page given to the 
reproduction was a statement of support for modernism. However, this photograph, 
now well known was captioned "New Industrial Architecture in Germany". 10v
From the late 1920s, photographs of examples of modem European architecture 
were published in Australian journals before photographs of Dudok's architecture 
appeared. One of the first examples, which was published in Architecture in April, 
1930, was a photograph of semi detached houses at Breslau, designed by the 
architect Theo Effenberger, and captioned ''Modem German Domestic 
Architecture" [111. 183] .1,0 A small photograph of Johannes Duiker’s Zonnestraal 
Sanatorium at Hilversum was published in Architecture in 1936 with a general 
caption that did not give the name of the building or architect.* 111 A photograph of 
another significant modem Dutch building, the Van Nelle Tobacco Factory at 
Rotterdam, was in published in Building in March 1931 with a lengthy caption 
highlighting its "strange appearance".112
109 "Factory Building Germany", Architecture, May 1930, p. 412. There was considerable interest in 
modern German architecture, Architecture o f May 1929 published an "Address to the 
Architectural Association by M. E. R. Jarrett" on this subject and including photographs it was 
eleven pages long, see pp. 359-370.
110 Architecture, April 1930, p. 375.
111 Frank Costello, "Hunt Prize for Town Planning," Architecture, December 1936, p. 283.
112 "A Tobacco Factory at Rotterdam," Building, March 1931, p. 85.
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MODERN AUSTRALIAN ARCHITECTS: PRIVATE PRACTICES 
During the 1930s many Australian architectural practices produced designs in a 
range of styles which were fashionable at the time. Because of economic limitations 
and clients' choices, very few architects maintained a consistency of style. For 
example, eclecticism was common in domestic architecture, as exemplified by the 
practice of applying a fashionable facade to a typical bungalow form. Those 
architects who adopted and practised modernism on a fairly consistent basis stood 
out, including Mewton and Grounds, Seabrook and Fildes, and Stephenson and 
Tumer in Melbourne, and Lipson and Kaad, and Sydney Ancher in Sydney. 
However, many other works displayed the influence of Dudok and modernism, and 
the predominant building types demonstrating the principles of modernism were 
educational institutions, hospitals, factory buildings, and domestic architecture 
including flats.
Robin Boyd, in The New Architecture 1963, claimed that the arrival of modernism 
in Australia was late:
"An architecture of the 20th century - free from any undue influence of 
historic styles and at home with the new technology - was late in coming to 
Australia. The first three decades were spent in hard pioneering work by 
men such as Annear and Griffin, struggling to keep sane values when all 
around them curled the nonsense of Queen Anne and Art Nouveau fretwork. 
The fourth decade saw the movement towards reasonableness and direct 
simplicity established in the pioneering work of Roy Grounds in Melbourne 
and later Sydney Ancher in Sydney. The next decade, the nineteen-forties, 
was occupied by war and recovery. It was not until the nineteen-fifties that 
Australian architects as a body got the feel of the new, free, creative 
approach to problems of design."113
113 Robin Boyd, The New Architecture (Melbourne: Longmans, 1973), p. 3.
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Mewton and Grounds
Roy Grounds and Geoffrey Mewton both attended the University of Melbourne 
Architecture Atelier and left Australia to travel overseas in 1928. When they 
returned to Australia from Europe in the early 1930s they set up a working practice 
together. In the middle of the Depression, the partnership survived thanks to small 
domestic commissions and designing furniture. Although each partner worked on his 
own commissions separately, they obviously discussed particular projects with each 
other. Mewton and Grounds ended their partnership in 1936. This practice, for all its 
short life, made a significant contribution to architectural modernism in Australia. 
Conrad Hamann asserted that one of their major achievements was that, among 
other things, "they widened the sources of modem design, beyond Dudok and the 
Bauhaus, to include, in particular, the United States and Switzerland."114
Geoffrey Mewton
Geoffrey Mewton travelled abroad in 1928 and while overseas he toured Europe, 
and visited Hilversum specifically to see Dudok's architecture, with which he was 
extremely impressed. On his return to Melbourne in 1933, Mewton formed a 
working partnership with Roy Grounds, with whom he had travelled in England 
and Europe. Each architect retained his own clients and jobs and thereby retaining 
authorship of his designs. There were many houses built in Australia in the study 
period which were clearly examples of modem architecture. In Melbourne several 
were constructed in the early to mid 1930s. The Stooke House at Brighton, 1935, 
designed by Geoffrey Mewton, was one of Australia's first recognised modernist
buildings influenced by Dudok [111. 115]. This building by Geoffrey Mewton reveals
114 Conrad Hamann, "Modem Architecture in Melbourne (Grounds, Romberg & Boyd 1927-1971)" 
Ph. d thesis, Monash University, 1979, p. 20.
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its link with Dudok's architecture by its streamlined horizontality, the raked brick 
joints, and the use of coloured tilework, in this instance the glazed primrose brick 
tiles of the window sills. Neil Clerehan recalled seeing the Stooke House as a young 
boy and the impact it had on him:
"When I first saw the Stooke House I knew it was the newest and smartest 
house in Melbourne, let alone Brighton. Later it was to be called the House 
of the (Centenary) Year and later still it was to be cited as a prime and one of 
the first and best examples of the International Style."115
Clerehan also recalled the interest that the house created amongst the general public.
"Every weekend, as it neared completion, the surrounding streets were 
crowded with cars and people. They came from far and near to look at the 
strange white house."116
Geoffrey Mewton's own residence at Sandringham, Melbourne of 1939 was a 
modem design, featuring floor to ceiling windows in the living area and free 
standing columns [111. 124].
Roy Grounds
Roy Grounds, who was awarded the Royal Victorian Institute of Architects 
Travelling Scholarship in 1928, travelled to Europe and America between 1929 and 
1932. After the end of the partnership with Geoffrey Mewton, Grounds travelled 
back to Europe, returning to Australia in 1939, he set up practice by himself and 
continued to develop and refine his modem architectural style. Roy Grounds "always 
kept one eye on European architecture",117 and his "admiration of the Bauhaus and 
its principles was evident throughout his career".118 A use of geometrical forms can
115 Neil Clerehan, quoted in "Our Lost Cities," Sydney Morning Herald/The Age, Good Weekend 
Colour Magazine, 19 March 1988, p. 31.
116 Ibid.
117 Conrad Hamann, "Modem Architecture in Melbourne (Grounds, Romberg & Boyd 1927-1971)" 
op. cit., p. 21. From an interview with Roy Grounds by Conrad Hamann, February 1978.
Ibid.118
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be seen to have dominated the forms of his building from his early houses of the 
1930s through to the Victorian Arts Centre.
Craig McGregor, in In the Making, 1968, claimed:
"Grounds sees himself as a creative artist, a form maker and my 
intuition is that this is how it was in the 1930s, that Geoff Mewton 
was largely responsible for the ideological stance of the partnership."119
Mewton has been credited with being more interested in the architectural philosophy
of the 1930s and recalling the events of this time more accurately than Grounds.120
Julie Ewington claimed that Geoffrey Mewton proved to be searching for a
distinctive Australian type of domestic architecture as well as translating European
modernism into the southern hemisphere.121
Yuncken, Freeman, Freeman and Griffiths
In 1933 the four partners, Robert Yuncken, John and Tom Freeman and Balcombe 
Griffiths left A and K Henderson one of Melbourne's largest architectural firms, to 
start their own practice. The Smith Residence at Toorak, Melbourne, 1934, was a 
bold modem design. Like the Stooke House, it also was the subject of much public 
interest [111. 113]. This white, flat roofed cuboid design was a significant example of 
modem architecture in Australia [Ills. 180,181]. The main section of the house was 
two storeys and the kitchen and service quarters were single storey. The flat roof of 
this section was designed as a roof garden space. The walls were flat white planar 
surfaces with recessed windows:
"No residence of its size in recent years has evoked so much comment and 
criticism as the home depicted...It has been likened to a ship, a factory, a
119 Craig McGregor, In the Making (Melbourne: Nelson, 1968), p. 4.
120 Julie Ewington, "The Domestic Architecture o f Geoffrey Mewton and Roy Grounds 1933-1937", 
Fourth Year Research Essay, Power Institute o f Fine Arts, University o f Sydney. 1973.
151
machine-to-Iive-in and a real home. Conventionalists call it ultra modem 
and modernists call it orthodox."122
Roy Si mpson joined the firm in the late 1930s and John Yuncken's account of the 
design basis at their practice illustrates the influential role that Georgian architecture 
had on modernism in Australia:
"Much of Roy's design was Georgian-based, even if it doesn't appear so at 
first glance. He spent his early years working with John and Tom Freeman, 
who were immensely civilised and cultivated men, steeped in the historical 
styles but able to convert the best parts of these to modem buildings. Like 
them, he was sensitive, loved beautiful things and could appreciate the 
nuances of spaces and effects. His work still reflects what the Freemans 
taught him."123
Stephenson and Meldrum, Stephenson Meldrum and Turner, Stephenson and 
Turner
One of the most important architectural practices for Australian modem architecture 
was the practice now commonly referred to as Stephenson and Turner. Their 
hospitals of the 1930s are a group of most significant modem buildings. Arthur 
Stephenson had become an expert in hospital design, and both he and later Donald 
Turner travelled overseas many times to study hospitals.124 Stephenson visited 
Russia in 1933 specifically to study dispensary design.
The practice of Stephenson and Meldrum was established in Melbourne in the early 
1930s. In 1936, when Donald Turner was admitted to the partnership, its name was 
changed to Stephenson, Meldrum and Turner and it operated offices in both 
Melbourne and Sydney. The Sydney practice was known as Stephenson and
122 Nora Cooper, "A Very Much Discussed House," Australian Home Beautiful, May 1 1935, p. 5.
123 "Gentle Achiever," Architecture Australia, January-February 1997, p. 38.
124 Turner had travelled overseas many times and seen over 160 hospitals. Architecture Sept. 1937, 
p. 76.
152
Turner.123 They were the employers of many architect. Felix Taverner recalled how 
when they established a Sydney office they engaged the best modem architects 
working in Sydney.12'’ Two significant modem architects to be discussed in this 
thesis worked for Stephenson and Turner: Frederick Romberg and Arthur 
Baldwinson. Stephenson and Turner's outstanding hospital design of the 1930s was 
known in the United Kingdom; a six page article on the Mercy Hospital at 
Melbourne, and Gloucester House, Royal Prince Alfred Hospital, at Sydney, entitled 
"Two Australian Hospitals" was published in thq Architectural Review in 1937.127 
This complementary review included full-page modernist photographs and detailed 
descriptions covering construction, planning and equipment of the hospitals.
Frederick Romberg
Frederick Romberg arrived in Australia in 1938 on a travelling scholarship. He was 
bom in China and his parents returned to Germany before World War I.
Growing Nazism forced Romberg to leave Germany, for Switzerland where he 
subsequently studied architecture.128 Switzerland was a thriving centre of the 
International Style, the homeland of Le Corbusier and CT.A.M. Here he was taught
by Walter Gropius and Erich Mendelsohn. New Swiss architecture was an amalgam
125 Stephenson and Turner 1920-1970 (Melbourne: c. 1990), gives a history o f the practice.
12b Interview with Felix Taverner by C. Hardwick, Sept 1996. In Taverner’s view "they approached 
the ’best young architects’ who were already working with a practice and offered them 
employment."
127 "Two Australian Hospitals," Architectural Review, March 1937, pp. 50 -55. 
i2s Conrad Hamann, "Modem Architecture in Melbourne (Grounds, Romberg & Boyd 1927-1971)" 
op. cit. When Romberg moved with his family to Hamburg in 1923, he met and was influenced by 
the German Expressionist architect/artist Fritz Hoeger who advised Romberg to take up 
architecture as a career, Hamann explains Hoeger relationship to the international style 
"Deeply suspicious o f the International style then emerging, Hoeger was mainly concerned to 
wed the new forms o f  concrete to stylized and extended vernacular forms. His architecture 
foreshadowed a similar theme in Romberg's approach to design." p. 89. Romberg fled from the 
Nazi's to Switzerland and took up Hoeger's advice and began the architecture course at the 
Eidgenossiche Technische Hochschule.
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of both the International Style and its own regional style, Heimatstil. Romberg 
developed a liking for this modified International style.129 Whilst studying he 
participated in the annual student trips to view modem architecture conducted by 
Salvisberg, which included a stay at Le Corbusier's studio. Romberg was also a great 
admirer of Alvar Aalto. Conrad Hamann claimed that in Aalto's architecture 
Romberg perceived a warmth which was lacking in the International Style.130 Such a 
view was shared by other Australian architects at this time.
On his arrival in Melbourne, Romberg worked for Stephenson and Turner. One of 
his first projects was the Australian pavilion for the for the Wellington Centenary 
Exposition of 1939. The exterior had a strong modem design incorporating 
geometrical elements with its bold curved glass projecting stairwell and thin vertical 
windows. It was in the interior that Romberg was able to simplify the approach, and 
the highlight of his design was a cantilevered wooden staircase.
In 1939 Romberg formed a partnership with Richard Hocking and Mary Turner 
Shaw and at this time he designed domestic buildings including the Newbum Flats, 
at South Melbourne, 1939.131 During the 1930s many flats developed in the 
metropolitan cities of Australia. The Newbum Flats designed by Frederick Romberg 
were originally conceived to be built supported above the ground on "pilotis". 
However, because of the economic and material restraints that prevailed after World 
War II period, the Newbum Flats, 1941, were built solidly to the ground. Romberg's
129 Conrad Hamann, "Early Romberg'" Architecture Australia, April-May 1977, p. 69.
130 Conrad Hamann, "Modem Architecture in Melbourne (Grounds, Romberg & Boyd 1927-1971)" 
op. cit., p. 87.
131 Conrad Hamann, "Early Romberg," Architecture Australia, June-July 1977, p. 63. Gives a listing 
for dates and buildings.
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prewar houses were designed to "leap out" of the site, in contrast to Seidler's 
anti-nature position and in comparison to the style of Dudok for whom landscaping 
and access to the site were of primary importance. Hamann claimed that during this 
period of his architecture Romberg "established the first genuine European 
modernism in Australia, reviving the International Style here at a time when it was 
beginning to flag under a welter of streamlining”.132 Romberg was interned for most 
of World War II and resumed practice on his release. He designed Stanhill Flats in 
1942 (not built until 1949) and the more modest Hilstan Flats in Brighton. In 1953 
he entered a partnership with Roy Grounds and Robin Boyd.
Arthur Baldwinson
"Modern architecture appeared occasionally after the depression: Sydney 
Ancher and Arthur Baldwinson were among the few who demonstrated a real 
understanding of the new movement.”133
Arthur Baldwinson was an important architect in the development of modernism in 
Australia. He attended the Gordon Technology College at Geelong, in Victoria, 
receiving the classical training espoused by King, and like other Gordon graduates, 
after seeing modem architecture in Europe he became a keen advocate and 
practitioner of it. Baldwinson travelled abroad for five years from 1932 to 1937, 
most of this time he worked in London. It was during this period that his 
preference for modernism was formed. The greatest influences on his work were 
Raymond McGrath for whom he worked for eighteen months, Maxwell Fry, and 
Walter Gropius, for whom he worked as an assistant on the Impington Village 
College project. Undoubtedly, this important period would have consolidated his
132 Conrad Hamann, "Grounds Romberg and Boyd," in Howard Tanner (ed), Architects o f Australia 
(Melbourne. Macmillan, 1981), p. 132.
133 Richard Apperly, op. cit. Introduction.
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understanding of modem architecture. Richard Apperly attributes to Gropius the
lead that he perceived Baldwinson had over most of his colleagues:
"It was obviously the years spent with Gropius which gave him a clearer 
understanding of the principles of modem architecture than could be found 
among the majority of his Australian colleagues."134
Ewen Laird attributed some of the changes in Baldwinson's attitudes to design to
Maxwell Fry. 135
Baldwinson put into practice his understanding of modem architecture in the 
design of several buildings on his return to Australia. A house at Palm Beach, 
Sydney, was built on a steep hillside with views over the Hawkesbury River and the 
Pacific Ocean. It was oiled weatherboard with bands of horizontal windows 
emphasising its horizontal design. Richard Apperly commented on its difference to 
other Sydney houses:
"But Baldwinson's design was especially significant by local standards 
because it represented an effective demonstration of the aesthetic principles 
followed by Gropius and Marcel Breuer - principles which in turn derived 
from the experiments with rectangular planes and volumes carried out by 
Mondrian, van Doesburg and others."136
Apperly further emphasised the significance of this house to the development of 
modem architecture in Sydney:
"This was the only house built in Sydney before World War II which spoke 
the language of mid-twentieth century architecture."137
Other important Baldwinson works were two airport buildings for Essendon airport, 
Melbourne, designed in association with the Department of Works and Services [III. 
168] and a design for a two storey house of bold geometrical forms at Cammeray,
134 Ibid, p. 240.
135 Interview with Ewen Laird by C. Hardwick, Geelong, August 1991.
136 Richard Apperly, op. tit., p. 241.
137 Ibid., p. 242.
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Sydney, 1938, for Tannage Craig [III. 191]. The Essendon airport buildings 
demonstrate a considerable derivation from Dudok's architecture in the strong 
horizontal massing, juxtaposed with a comer vertical element and in the articulation 
of both the horizontal and vertical window bands. it is in Baldwinson's use of colour 
- blue, primrose and pink of the Craig house that relates to Dudok's architecture 
rather than its bold modernist form. Baldwinson was also responsible for the design 
of the ACI building in Sydney whilst working for Stephenson and Turner.
Sydney Ancher
The early houses by Sydney Ancher were also significant examples of modernism in 
Sydney. Richard Apperly expressed a view similar to Boyd's about the scarcity of 
modernism, and he, like Boyd, cited Ancher as a major contributor to architectural 
modernism in Australia.138 The Ancher houses, though designed later than the 
Melbourne houses of Mewton and Grounds, were clearly related to European 
modernism.
Sydney Ancher commenced his architectural training at Sydney Technical College 
in 1924 and completed his studies in 1930. He was awarded the Australian 
Medallion and Travelling Scholarship by the New South Wales Board of Architects 
and travelled to England, subsequently making trips to the Continent. He visited the 
Weissenhof Housing Exhibition at Stuttgart and was evidently impressed with Mies 
van der Rohe's housing. He also visited Hilversum, experiencing mixed responses to 
Dudok's architecture. He did not like the Hilversum Town Hall, although of Dudok's
138 Ibid
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schools he commented that they were "clean, efficient and expressive of purpose, 
they certainly do appeal”; his overall response to Dudok's architecture was one of 
admiration despite his "antipathy for mannerisms of this kind."139 It was, however, 
Mies van der Rohe who became the dominant influence on his work.
The Prevost House at Bellevue Hill, Sydney, was one of the first modem houses in
Sydney. It was designed in 1936 and built in 1937 for R.A. Prevost who was an older
architect with whom Ancher had formed a partnership on his return to Sydney in
1936. The design is attributed to Sydney Ancher, although it is reasonable to assume
that Prevost would have contributed in some manner to the design of the house his
family would occupy. Apperly stated:
"All of the main features of the actual design clearly show the hand
of the young man with recent first hand European experience. The influence
of Mies van der Rohe is clearly evident in the interior spaces."140
Jennifer Taylor described it as "one of the most notable houses of its style and date
in Australia."141 Richard Apperly also noted its importance to Australia at that time.
"The Prevost house is important because it helps to show that Australia in the 
1930s was not wholly a cultural backwater and that Australians could on 
occasions produce modem architecture of a quality comparable with that of 
countries much nearer - physically and culturally - to the European centres 
of creative modernism."142
Ancher had no doubt who his idols were: Le Corbusier and Mies van der Rohe.143 
Influence was evident in the slender curved wall which enclosed the dining 
space and directed movement to the living area, an element Richard Apperly 
attributed to a house of Mies van der Rohe.
139 "Reports o f  Travelling Scholars," Architecture, July 1932, pp. 154-155; and October 1933, pp. 
230-231.
140 Richard Apperly, "Prevost House," Architectural Bulletin, September 1988, op. cit., p. 11.
141 Jennifer Taylor, op. cit., p. 231.
142 Richard Apperly, op. cit., p. 11.
Ibid.143
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"This screen , no more than 50mm thick and originally finished in veneered 
plywood, is clearly derived from the famous semi-cylindrical, ebony-faced 
screen which defines the dining space of Mies van der Rohe's Tugendhat 
house of 1930 in Brno, Czechoslovakia"144
Although Ancher's knowledge of the Tugendhat house was gained by his overseas
travel, this house was also represented by photographs in the Australian Home
Beautiful in the mid-1930s.
Ancher designed five houses at Killara in Sydney, which form an important group 
of modem houses. In 1948 he designed a house at Curl Curl which has the
open forms of modernism, moving away from the groundedness of his earlier
houses at Killara. Jennifer Taylor discerns in these houses the continuing influence
of Mies van der Rohe, claiming,
"his buildings from 1945 on show the influence of the modem European 
examples he had seen. The houses exploited the order and logic of Mies van 
der Rohe but were distinctive in their adaptation of his forms to Australian 
bushland sites."145
Ancher clearly was influenced by European modernism. He had visited Dudok's 
buildings and had in general been impressed with them.146 However, it was 
particularly Mies van der Rohe rather than Dudok who tended to provide inspiration 
for Ancher.
Norman Seabrook and Alan Fildes
The practice of Seabrook and Fildes was established after Norman Seabrook won 
the competition for MacRobertson Girls' High School, Melbourne in 1933. He 
invited Alan Fildes to join him in a partnership to enable him to complete the
144 Ibid
145 Jennifer Taylor, op. cit., p. 16.
146 See Chapter Five: "The Dissemination o f  Dudok's Architecture in Australia" for Ancher's 
responses to Dudok’s buildings.
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documentation of the school. On Seabrook's return to Australia from London in 
1932 he worked for Godfrey and Spowers. Seabrook and Fildes subsequently 
continued to work on occasions in association with Godfrey and Spowers. Seabrook 
had the greater design responsibility in the practice which continued until 1955.
It could be argued that more than any other practice, Seabrook and Fildes took on 
and adapted the massing and details associated with Dudok's architecture. The 
practice was described in Architecture Australia thus,
"Norman Seabrook had established a large practice in modem
architecture on Dudok and 'functionalist expressionist' lines."147
Many of their buildings indicate very clear connections to Dudok's architecture. 
These include the twelve fire stations Seabrook designed for the Metropolitan Fire 
Brigade in Melbourne, in particular, Brunswick, Brighton and Windsor. Associated 
with the fire station at Brunswick there were fiats for the firemen. Three other 
significant buildings in Victoria were the A. Miller & Co. Store at Hamilton [III. 
103], the former Warracknabeal Town Hall [III. 112] and the Commercial Bank of 
Sydney in Charlton [III. 127], Seabrook and Fildes were also responsible for the 
design of two important office buildings in Australia, Barnett's Building in 
Melbourne of 1937 [III. 128], and the Royal Exchange Assurance Building in 1936 
in Sydney with its modem concrete structure. Both of these were significant 
examples of modem 'highrise' office building. At a height of twelve storeys the 
Royal Exchange Assurance Building may not be considered a high rise building in 
the commonly understood sense of the term. However, this building, as did a 
number during the 1930s, presented the design essence of the skyscraper in a
147 Howard Tanner (ed.), op. cit., p. 131.
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reduced form which resulted in 'mini-skyscrapers’. In general high rise skyscrapers in 
Australia of the 1930s to 1940s period did not adopt modernism.148 They were in the 
main examples of the modeme, often referred to now as Art Deco. Two notable 
exceptions were these two buildings by Seabrook and Fildes.
Edward Fielder Billson
Edward Billson had an ideal introduction to modem architecture. He worked in the 
office of Walter Burley Griffin with Roy Lippincott during the day, and at night 
studied at the University of Melbourne Architecture Atelier. He had travelled to 
Europe and America in the early 1930s and was particularly impressed with 
European modem architecture, citing both the Dutch and Alvar Aalto as influences 
on his work.149 On return to Australia, Billson set up his own practice. One of his 
major clients was the Seventh Day Adventist Church, for which he designed two 
important industrial buildings at Warburton in Victoria, the Sanitarium Health Food 
Company Factory in 1936 [HI. 104] and the Signs Publishing Company in 1937 [111. 
110]. Both of these buildings display Dudok’s influence in their details and use of 
colour.
Lipson and Kaad
Samuel Lipson was bom in Leeds in 1901 to Lithuanian immigrants who had fled 
the pogroms. In 1916 he began architectural training at the Glasgow School of Arts, 
and in 1918 became an articled pupil to Honeyman and Keppie. Lipson worked later 
for Sir John Burnet, Tait and Lome. He came to Australia in 1925, commenced work
148 See Roy Lumby, "An Architecture o f Business: Sydney Office Buildings o f the 1920s and 1930s" 
M. Arch. Sydney University, 1997, for a lull account o f this building type in Sydney.
149 Interview with Edward Billson by C. Hardwick, Mount Eliza, June 1979.
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with the Commonwealth Department of Works, where his employment was 
terminated during the depression in 1932, and began his own small practice in the 
mid-1930s. Lipson established a joint practice with Peter Kaad which has been 
characterised as one which became "fashionable".150 It has been claimed that "both 
Lipson and Kaad were influenced by the Dutch school of architecture, particularly
the Dutch architect Dudok."151 Lipson acknowledged Dudok's importance:
"We all knew about Dudok, by that I mean architects who were with it 
knew about him."152
In the Australian states other than Victoria and New South Wales, at the time, there 
were fewer architects. Quite frequently one of the leading architectural firms from 
Melbourne or Sydney would receive commissions in other states, and their work in 
those states was often modem.
Practices whose buildings displayed an understanding of modernism and an 
influence of Dudok in Western Australia were those of Krantz and Sheldon, and 
Forbes and Fitzhardinge. John Oldham also produced modem designs. Forbes and 
Fitzhardinge were an important architectural office in Perth during the first half of 
the twentieth century, and the practice is still one of the major practices in Perth. 
Their Collie Mineworkers Institute Building, 1951, at Collie, Western Australia 
[Ills. 199, 200], although built late in this study period, is a striking example of a 
Dudok influenced modem building. It is constructed in brick with a strong vertical 
element of the tower contrasted to the dominant horizontal massing. Krantz and 
Sheldon designed mostly domestic architecture, houses and flats in Perth. Their
150 Robert Staas, "Samuel Lipson," Architectural Bulletin, May 1994, pp. 16-19.
151 Ibid.
152 Interview with Samuel Lipson, architect, by C. Hardwick, Sydney, July 1990.
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modem domestic work is in the main later than modem domestic work in Victoria 
and New South Wales.
In Queensland there were several practices which adopted practiced modem 
architecture. One was C.W.T. Fulton who had travelled and worked in England in 
1931 and returned to Brisbane in 1933. Dudok was a clear influence on his 
buildings, in their planning, surface texture, and their use of brick. The Queensland 
Home Competition in 1935, which was modelled on the 1934 Melbourne Centenary 
Home Competition, displayed a number of entries which were in the functionalist 
style. Most notable was the entry by C.W.T. Fulton. Other significant Queensland 
practices were Lucas & Cummins, J.P. Donehue and MacDonald.
MODERN A USTRALIAN ARCHITECTS : PUBLIC SECTOR
Public sector architects made an important contribution to modem architecture in 
Australia in this period. Public sector departments discussed here are those 
considered to have been practitioners of modernism and in particular whose 
buildings showed an acquaintance with Dudok's architecture. Architectural history 
has tended to concentrate on private practices and individual architects, especially 
architectural personalities and architects from the public sector until recently tended 
to remain anonymous. However, the construction of many public utilities during the 
1930s, such as schools and hospitals resulted in a group of extremely significant 
modem public buildings. Not all of these were designed by the public sector; most 
notable of the exceptions were the hospitals by the private architectural practice 
Stephenson and Mel drum and later Stephenson and Turner.
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Dudok's work as municipal architect of Hilversum was also an example of modem 
public architecture. It has become evident that a significant group of the public 
buildings in Australia exhibited an influence of Dudok. The architects of these 
buildings were employed by the various departments of all levels of government, 
including the Commonwealth Department of Works and Services, State Government 
Architects, the Public Works Departments in New South Wales, Victoria, Tasmania 
and Western Australia, and Local Government.
Commonwealth Department of Works and Services 
The Commonwealth Department of Works and Services was a branch of the 
Department of the Interior. Three notable examples of buildings of this 
instrumentality which displayed Dudok influence were the Forrest Fire Station, 1935 
[111. 133] and a government housing project at Forrest, 1935 [HI. 132] at Forrest in 
Canberra. E.H. Henderson was the architect for these projects and for the MacKay 
Post Office, Queensland, c. 1951 [Ills. 117,118].
NSW Government Architects Office, Department of Public Works.
”He [Dudok] was a good architect.”153
The Government Architects during the period of interest were Edwin Evan Smith 
from 1929 to 1935, and Cobden Parkes from 1935 to 1958 and, of particular 
significance, architect Edward Henry (Harry) Rembert. His position in the 
Government Architects office was Senior Design Architect and his work was 
influential. Rembert was articled to Thomas Darling in Sydney in 1920 and became
153 Interview with Charles Weatherbum, N S W. Government Architect 1974 to 1978, by C. 
Hardwick, Sydney, September 1996.
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a registered architect in 1924. During 1925 and 1926 he worked with H.E. White, 
who is widely recognised for the number of cinemas and theatres he designed in 
Melbourne and Sydney from the mid-1920s to the 1930s, since they represent the 
epitome of the picture palace style. Rembert joined the public service in 1926, and 
stayed there until retirement in 1964. His decision to stay there in the early period 
could possibly have been due to the economic effects of the Depression. His most 
important period of work with the N.S.W. Public Works Department dates from 
1936 to World War n. During this period, Rembert designed a number of 
educational institutions, including two large projects which are perhaps his most 
significant. These are the School of Automotive Engineering at Sydney Technical 
College, Ultimo, [111. 152] and three buildings at Newcastle Technical College, 
Tighes Hill [Ills. 94 - 100].
Rembert designed these important buildings while Cobden Parkes was Government 
Architect. He divided the staff at the Department of Public Works into 
documentation and design with the documentation staff referring to the controlling 
source of design as the "design room".154 Rembert is remembered by his colleagues 
as being responsible for changing the direction of the Public Works Department by 
employing younger modem architects such as Ken Woolley, Peter Webber and 
Michael Dysart.155
154 Interview with Charles Weatherbum by C. Hardwick, Sydney, October 1996. Weatherbum 
recalled how when any changes were to be made to drawings he would be called into the "design 
room" and instructed about the latest design changes. He would then return to his drawing board 
in another part o f the office and complete the alterations.
155 Paul-Alan Johnson and Susan Lome-Johnson (eds ), op. cit., Vol. 2, 1995. Those architects who 
had worked for the Public Works Department were asked about Rembert and his influence on 
design in the PWD. They were also asked about the influence o f  Dudok on Rembert and 
consequently the work o f the PWD. Stanley Brandon had worked for the PWD from 1931 to
1973. The following is a segment from his interview. Q: Do you remember Harry Rembert? SCB: 
Yes, he was a remarkable designer. Q. We have heard that it was his influence which brought a
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Rembert did not travel to Europe until 1955 when he was sent by the Public Works 
Department to investigate public buildings, in particular chemistry laboratories for 
teaching purposes.156 During this European investigation trip he visited Holland for 
the first time and recorded his impressions of selected European countries and their 
architecture for a report Architectural Investigations Overseas Report of 1955. 
Another NSW government department. Railways Architect was responsible for the 
design of Cronulla Railway Station, Sydney, 1938, [Ills. 149,150 Jwhich displayed 
broad links with Dudok's architecture in its brickwork.
Victorian Public Works Department
Several significant modem buildings were designed during this period by Percy 
Everett of the Public Works Department in Victoria. Everett was bom in Geelong in 
1888 and while articled to the architect W.H. Cleverdon he attended the Gordon 
Technical College. After visiting Europe in 1913 he returned to Geelong to his 
previous practice, Seeley, King and Everett, in which he was the junior partner. 
When the firm was taken over by Buchan and Laird, Everett moved to Melbourne. 
World War I and later the Depression meant that little architectural work was 
available, and Everett took on a second career as a headmaster and conducted a 
small private practice.157 In 1934 he was appointed State Architect and remained in
more modem way o f thinking to Public Works design. SCB: Yes, that's right. He brought quite a 
few o f the modernistic chaps in like Webber, Dysart, Hall and Ken Woolley and all that crowd 
who went through the Design Section, p.7.
156 Rembert had arranged his route and itinerary in the United Kingdom and Europe to enable him to 
visit some twenty selected university buildings, but also to enable him to investigate the design of 
schools, hospitals and other public buildings. Harry Rembert, Scope o f Report, ”Architectural 
Investigations Overseas Report, 1955." PWD o f  NSW.
157 Everett had moved to Melbourne in 1914 and because o f  a shortage o f architectural work due to 
World War I and became the headmaster at Brunswick Technical School. In the early 1930s he 
was responsible for the architectural curriculum o f the Victorian Education Department. Frances 
O'Neill, Australian Dictionary o f Biography V  ol. 14, 1996, p. 118.
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this senior position until his retirement in 1953. In contrast to many of his colleagues 
who travelled to the United Kingdom in the 1930s, Everett travelled to Russia and 
the Middle East.158 At the Public Works Department he formed a separate and 
strong design department staffed with good modem architects he had recruited from 
private practice. This separation of the design function from documentation and 
contract management enabled him to retain control over the design process. He was 
an autocratic chief architect who apparently acted like the headmaster he was.
Frances O'Neill claims that Everett,
"...insisted on approving every architectural drawing, retained 
absolute control over the designs produced in the department."159
Everett was responsible for the designs of a number of modem schools including 
Essendon Technical School [111. 122] with its horizontal banding and the design of 
the fenestration in a Dudok-like manner. Dudok's influence can be discerned in 
several schools designed in the mid- 1930s, most notably Frankston Primary School 
with its red brick walls and semicircular glazed projecting section, which was 
reminiscent of Dudok's Snellius School [ 111. 52].
Western Australian Public Works Department
The growth in public buildings in New South Wales and Victoria during the 1930s 
occurred in Western Australia a decade later. The Architectural Division of the 
Public Works Department of Western Australia expanded rapidly after 1945 and the 
emphasis was on "essential, explicitly functional, hospitals, schools, police stations 
and banks".160 Several of these large government projects, which were modernist in
158 Everett had travelled to the United Kingdom and Europe earlier in 1913 and in 1945 to the United 
States and Canada. Ibid.
159 Frances O'Neill, op. cit., p. 118.
160 Building Management Authority & R A.I.A  (W.A. Chapter), Public Works PWD. W.A.
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design, exhibited Dudok's influence. These included the King Edward Memorial 
Hospital Nurses' Quarters at Subiaco, Perth [III. 198], designed in 1947, by project 
architect W.G. Finn; and Perth Women's Hospital and the Government Chemical 
Laboratories at Perth, 1951 -52 [111. 193], built progressively during the late 1940s 
and 1950s. The comer building of this last complex, which displays a strong 
influence of Dudok evident in its brickwork and horizontal massing, was designed in 
1951 by architect L. Walters.
Tasmanian Public Works Department
In 1934 Albert Tucker was Government Architect, but he delegated the entire 
responsibility of building design to Sydney Wallace Thomas Blythe.161 Blythe had 
recently returned from the United Kingdom and after a short seven week temporary 
position in the Public Works Department he was appointed Chief Architectural 
Draftsman in March 1935. During the next three years Blythe produced "some of 
Tasmania's most accomplished modem buildings transforming the architectural style 
of the Public Works Department".162 Due to the politics in the Public Works 
Department, for nineteen years Blythe was able to direct the design of buildings 
even though he was only an architectural draftsman. Some of his buildings, in 
particular educational buildings, show Dudok's influence, a new biology building 
and lecture hall at the University of Tasmania. Its main hall had two smaller
Architectural Division 1941-1963 Exhibition Catalogue, Bob Allen Principal Architect Building 
Authority, p. 5.
161 Albert Tucker was appointed Senior Clerk o f Works in 1915, having joined the Public Works 
Department as a clerk in 1908. In 1920 Tucker's title was changed to Inspector of Public Works. 
The then Government Architect Flack Richards resigned in 1923 and the office o f Government 
Architect was abolished, the responsibilities being transferred to Tucker who applied for a change 
in nomenclature in 1934 and became Government Architect. Richard Blythe unpublished thesis 
"The Architecture o f S.W.T. Blythe" University o f Melbourne.
162 Richard Blythe quoted from correspondence between C. Hardwick and Richard Blythe, 1995, p.
2.
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volumes placed on either side of it in the manner of Dudok. Richard Blythe suggests
that Blythe's design for this university hall set a precedent for later work:
"Firstly, the two storey vertical entrance, and secondly the cubic massing 
firmly rooted to the ground in a manner typical of Dudok's work."163
During 1936 and 1937 Blythe designed a series of buildings which demonstrated the 
development of his modem functionalist style: for example, the Ogilvie High School 
in 1936 displays several "Dudok" characteristics.
LOCAL GOVERNMENT 
Brisbane City Council
Brisbane City Council has been selected as an exceptional example to illustrate 
Dudok's influence on local government work. Frank Costello, who was appointed 
Brisbane City Architect in 1941, had been impressed with Dudok's architecture 
when he travelled in Europe in the 1930s. While in this position he designed two 
important works which demonstrated Dudok's influence. These were the Eagle Farm 
Pumping Station and Substation [111. 4] and the Ashgrove Substation. Costello was 
influential as a teacher both in Sydney and in Brisbane.
Newcastle City Council
Frank Scorer first joined Newcastle City Council staff in 1933 as a draftsman after 
completion of his Architectural Diploma at Newcastle Technical College.164 The 
Council appointed him as City Architect in 1936. While there, his most significant
163 Richard Blythe, "The Architecture o f S.W.T. Blythe: Reassessing early modem architecture in 
Hobart," in Desley Luscombe (ed), 50 Years o f Modernity in Australia: 1920-1970 Papers from 
the Twelfth Annual Conference of the Society of Architectural Historians, Australia and New 
Zealand, Sydney, 1995.
164 "Newcastle Incinerator wins Architectural Prize: Designed by F. A. Scorer" Newcastle Morning 
Herald and Miner’s Advocate, November 16, 1939, p. 9.
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project was the bold modem Dudok influenced Municipal Incinerator, 1938 
[Ills.194 195]. Other public buildings he worked on included Nobby's Beach Surf 
Pavilion. In 1943 Scorer moved to the Department of the Interior in Sydney.
CONCLUSION
This chapter has established that within Australia's popular culture and various 
cultural pursuits such as the visual arts, an understanding of modernism was evident 
as early as the 1930s and it also had a reasonable degree of acceptance.
It has demonstrated that the context in which architectural modernism developed in 
Australia was that of an articulate, contemporary architectural debate. It has also 
shown that these ideas were able to flourish in a milieu already sympathetic to new 
ideas such as the flat roof.
Modem architecture in Australia has been presented by the examination of selected 
buildings displaying modernism, and of selected architects who practised modem 
architecture in the 1930s to the mid-1950s. The significant practices in Victoria 
responsible for this work included: Mewton and Grounds; E.F.Billson; Buchan and 
Laird; Seabrook and Fildes; Peck and Kempter; Leith and Bartlett; Godfrey and 
Spowers; Charles Hollinshed; and Freeman and Griffiths.
The influence of Dudok on Australian modem architecture was diverse. This was 
extremely significant, although not an exclusive influence. Certain important 
Australian modem architects were influenced by modernists other than Dudok; for
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instance, Mies van der Rohe appears to have influenced Sydney Ancher, in 
particular.
It has been demonstrated that in the 1930s Australian architects understood both the 
principles and practice of modem architecture and that during this period modem 
architecture was predominantly located in Victoria, especially Melbourne. Not least, 
this chapter emphasises the importance of the public sector architects during this 
period as skilled practitioners and advocates of architectural modernism.
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CHAPTER FIVE
THE DISSEMINATION OF DUDOK'S ARCHITECTURE IN
AUSTRALIA
"We all knew about Dudok. He was a very well known architect.”1 
Mary Turner Shaw, architect, Melbourne
"Of course we all knew Dudok.”2 
Samuel Lipson, architect, Sydney
Since the late nineteenth century Australian architecture has presented a paradox. 
Some Australian architects have looked and continue to look beyond Australia for 
inspiration, while at the same time others have aspired to establish an Australian 
architecture that expressed and responded to Australia's climate, culture and history. 
Some architects have been and still are engaged in both these sources of inspiration. 
Certainly, in the time period this research is concerned with, some architects were 
occupied in both these pursuits.
Of twenty four architects interviewed by Paul-Alan Johnson and Susan Lome- 
Johnson for the Architects o f the Middle Third programme, twelve professed an 
interest in Dudok.3 How Australian architects came to know about the architecture 
of Dudok is the primary concern of this chapter. Parallels in architectural history 
between Australia and overseas architecture occurred during the modem period. 
Modem Australian architecture, like some other developments in Australian
1 Interview with Mary Turner Shaw, by C. Hardwick, Melbourne, September, 1989.
2 Interview with Samuel Lipson, by C. Hardwick, Sydney, May, 1990.
Paul-Alan Johnson and Susan Lome-Johnson (eds), Architects o f  the Middle Third. Interviews 
with New South Wales architects who commenced practice in the 1930s and 1940s 
(Kensington, New South Wales: School o f Architecture, University o f  New South Wales, 
1992-1996), 3 Volumes. Interviews with architects who practised in New South Wales between 
1935 and 1965.
172
architectural history, is represented by buildings which were designed and 
constructed here, but which had been mainly inspired by design derived from 
elsewhere. This is not to say that Australia did not have significant buildings during 
this period, rather, it is a statement about the cultural and economic interplay 
between Australia and Europe. Since the dominant ideas of modernism had been 
conceived outside Australia, the means through which Australian architects come 
into contact with them, and how they understood them poses a number of interesting 
questions which this chapter will focus on. It also discusses the means by which 
Australian architects in the 1930s "all knew about Dudok".4
The dissemination of Dudok's architectural ideas occurred in a number of ways and 
some of these were interconnected. They included travelling scholarships, overseas 
travel, and a thorough acquaintance with relevant British buildings, texts and 
photographs in Australian and overseas professional and popular journals, books, 
lectures, professional awards, exhibitions, architectural education, self education, 
and formal and informal discussion amongst architects and architectural students.
SCHOLARSHIPS
Travelling scholarships were an important means of enabling young architects to 
travel abroad, and this is how some of them became aware of Dudok's architecture 
They proved to be a significant vehicle. In New South Wales, the Australian 
Medallion and Travelling Scholarship was awarded by the Board of Architects of 
that state, and in Victoria the Robert and Ada Haddon Travelling Scholarship was 
awarded by the Royal Victorian Institute of Architects.
Interview with Mary Turner Shaw, op. cit.
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Board o f Architects o f New South Wales Australian Medallion and Travelling 
Scholarship
One of the most important means by which a few privileged architectural graduates 
of New South Wales became aware of Dudok's work was the Australian Medallion 
and Travelling Scholarship awarded by the Board of Architects of New South 
Wales.5 From 1931 one of these scholarships was offered in alternate years to the 
School of Architecture, the University of Sydney, and the School of Architecture at 
Sydney Technical College.6 Not only did these scholarships give the recipients direct 
contact with European architecture, but they were also a means of indirect influence 
on other architects in New South Wales and elsewhere in Australia. The travelling 
scholars were required to deliver a course of lectures upon their return to New South 
Wales, and to present to the Board a written report of their studies abroad. 
Furthermore, these reports to the Board of Architects of New South Wales were 
published in full in Architecture, often accompanied by photographs.
The purposes of the scholarship were outlined in an article in Architecture in 1929. 
This scholarship discriminated against women graduates and non-British citizens as 
it was open only to male graduates who were British subjects.7 The writer stated that 
the terms of the scholarship stipulated that the student go abroad for a reasonable
5 The Australian Medallion and Travelling Scholarship scheme was introduced in 1924. Up until 
1931 it was administered in London by Major Hubert C. Corlette who authorised scholarship 
allowances and generally assisted these scholars. After 1931 it was administered by the Board o f  
Architectural Education o f the Royal Institute o f British Architects.
0 Graduates from either school were eligible for nomination for two successive school awards, the 
first being in or immediately following their year o f graduation. Candidates, who were nominated 
by the schools and approved by the New South Wales Board o f Architects, were required to sit 
for an examination in design, which was considered in conjunction with their school work.
7 “The Travelling Scholarship and Australian Medallion," Architecture, January 1934, p. 16; gives 
full details o f the scholarship.
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period. It was envisaged that the student would record his overseas experiences, and 
that on return he would give the community the benefit of his new knowledge, wider 
experience and broader outlook.8 The Travelling Scholarship obviously benefited 
the recipient in ways beyond a mere increase in knowledge of architecture, as 
pointed out by Benjamin Thomas Stone.9 At the beginning of his address to the New 
South Wales Chapter of the Royal Australian Institute of Architects, entitled 
"Highlights of Modem English, European and American Architecture", Stone 
thanked the Board of Architects:
"I should like to take this opportunity of publicly giving thanks to the Board 
of Architects, which of course, really means the architects of this State, for 
making it possible for me to go abroad and see for myself the way things are 
being done in other parts of the world. The Travelling Scholarships do 
indeed provide a wonderful opportunity, to those who are fortunate enough 
to receive them, to broaden, not only their architectural, but what is even 
more important, their social and economic outlook upon present day 
developments. In these days of complex international problems, it is 
undoubtedly the best means of educating the young citizen that he be sent 
away to study the other fellow’s problems and see how he is surmounting his 
difficulties."10
The Australian Medallion and Travelling Scholarship was withheld in the early 
1930s because of the Depression. However, the scheme was reinstated in 1934 and 
subsequently offered every alternate year.
8 "Report on Travelling Scholarship," Architecture, January 1929, p. 5. See also "Board Of 
Architects of New South Wales," Architecture, January, 1931, p. 14, for details o f scholarships 
including the proposed London Prize and Bursary. John Moore offered some criticism o f the 
supervision given to travelling scholars when abroad in a feature article on Australian architecture 
in Architectural Review, July 1948, pp. 8-41. Moore commented on the travelling scholarships, 
"A considerable number have thus travelled to Europe to gain first-hand knowledge o f old and 
new developments, generally with good results, even though the student in some cases lacked an 
adequate direction in his studies when abroad"; in John Moore, "The Recent Past and the 
Contemporary Scene," Architectural Review, July 1948, p. 16.
9 B.T. Stone, "Highlights o f Modem English, European and American Architecture," Architecture, 
August 1937, p. 171.
Ibid.10
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The Robert and Ada Haddon Scholarship of the Royal Victorian Institute of 
Architects
This scholarship was awarded to a student for the purpose of travel and study 
abroad. It was an annual sum of three hundred pounds bequeathed by Robert J. 
Haddon and his wife Ada, and was awarded together with the Silver Medal of the 
Institute.11 The recipient was selected by a competition for design, planning and 
drawing.
Free Steamer Passages
The Orient Royal Mail Line of Steamers offered the University of Sydney three first 
class return passenger fares to the United Kingdom in favour of a graduate who had 
decided to travel to Europe to continue their studies. It was limited to graduates who 
were had sufficient funds to devote their whole time to study since employment was 
not allowed. In the decade of the 1930s the only architecture graduate to receive one 
was Morton Herman in 1930.12
The travelling scholarship holders as a group contributed enormously to Australian 
architects' knowledge of modem architecture in Europe. If travelling scholars had 
visited Holland and Hilversum, they usually included a discussion of Dudok's 
architecture. Although this group was small in number it was highly influential.
11 "The Robert and Ada Haddon Scholarship o f the R. VIA. ," Journal o f  the R. V.I.A., May 1935, 
p.41. The R.V.I.A. claimed that the Robert and Ada Haddon Scholarship was the most valuable 
scholarship of its kind in the world. Ewen Laird estimated that while travelling he spent 8/6d. per 
day; see Ewen Laird, "Hints to Travellers," Journal o f the R. V.I.A., May 1935, p. 42.
12 Calendar o f the University o f  Sydney fo r  the Year o f  1939 (Sydney: Angus and Robertson, 1939) 
pp. 406-407. The Aberdeen Lines, the Blue Funnel Lines and the Commonwealth Government 
Lines were the liners which provided passages.
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They disseminated knowledge of Dudok’s architecture through their reports, 
through discussion with other architects, and by sharing visual sources.
TRAVEL
During the 1930s depression, and as a result of it in some cases, Australian 
architects travelled overseas in the late 1920s and early 1930s in astounding 
numbers. It was possible to obtain work in the United Kingdom and America, and 
Australian architects did so. David Saunders has estimated that approximately one 
third of the profession was away at any one time.13 Overseas travel at this time in 
Australian architectural history was one of the key factors in determining changes in 
the design of buildings. The kind of architectural modernism that developed in 
Australia reflected the buildings which travelling architects had visited, sketched, 
photographed and discussed.
The diversity of Australian architectural styles of the 1920s and 30s was thus, to 
some degree, a consequence of travel at this time, and the influence of overseas 
architecture was most marked during this period. In the specific context of this 
thesis, travel gave Australian architects the opportunity to visit Holland and study 
Dudok's architecture; it was popular with Australian architects and architectural 
graduates in the 1930s, and a trip to Hilversum was de rigueur on a "modem 
itinerary" for Europe.
13 David Saunders, "So I Decided to go Overseas," Architecture Australia, February-March 1977,
pp. 22-28.
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The architects who travelled can be divided into three main groups: the scholarship 
holders; those who travelled seeking work, many of whom travelled to the 
Continent, and particularly Holland, while working in the United Kingdom; 
and those who were able to travel primarily to look at architecture. Many architects 
from all three groups travelled to Holland and Hilversum.
Holland
For most travelling Australian architects, England was the starting point. From there,
and in addition to Dudok's architecture, Holland offered a nearby country in
which travel was easy. Holland was certainly perceived as a place of modem
architecture by Australian architects, as Graham A. MacDonell reveals in his
sixth report as travelling scholar in Architecture, February 1933:
’’...since the war the exciting and new 'modem' work of France, Germany, 
and Holland had forced itself on the attention of architects in this country."14
The fact that English was widely spoken throughout Holland would have made it
easy to travel there and no doubt assisted Australian architects to locate buildings.
Sydney Hirst's nine page report on Holland, ”A Travelling Scholar's Report,"
published in Architecture July 1937. It included some observations which offered
some insight into how Australians experienced travel in Holland at this time .
"I was impressed by the number of people who spoke English in Holland, 
particularly in Amsterdam, where a policeman instructed me tersely and 
fully on traffic regulations. In this city I think I entered two shops only where 
I could not make my needs understood immediately."15
Benjamin Thomas Stone, like many of his fellow travelling scholars and
contemporaries, visited Holland in 1933 to see Dutch modem architecture. This is
14 Graham MacDonell, “Sixth Report," Architecture, February 1933
15 Sydney Hirst, "A Travelling Scholar's Report," Architecture, July 1937, p. 159.
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what interested him, he later wrote:
"I took an old Morris Cowley car across from Harwich to Flushing in 
Holland, and spent hectic days in September and October studying modern 
architecture in Rotterdam, The Hague, Amsterdam and Hilversum."16
On Hilversum Stone wrote:,
"As the grand finale to a Dutch tour I can imagine nothing finer than a visit 
to Hilversum, a town that has emerged from little more than a village during 
the last fifteen years."17
Hilversum
Hilversum was a pivotal place for Australian architects to visit during this period. A 
report in Architecture July 1938 confirmed its essential position on their modem 
European architecture itinerary:
"The first town visited in Holland was, naturally, Hilversum. This now 
world famous town has a population of only 75,000 people..."18
Hilversum's small population in the mid 1930s and its area made it very manageable 
and attractive for the visitor. Australian architects were easily able to visit Dudok's 
buildings, either by walking tours or sometimes in the Dutch mode, on bicycle. Such 
ease of access enhanced the attraction of Hilversum for Australian architects. Within 
this one city they could easily visit a number of significant buildings in which they 
were interested. Sydney architect Harold Smith travelled to Hilversum with his wife 
in September 1937. Ambitiously they set out on foot to visit all of Dudok's 
buildings. Organised with a map, they recorded their walking tour and the Dudok 
buildings they visited [111. 167],19 Smith kept a diary [111. 166] recording his 
impressions of Hilversum and extolling Dudok's virtues:
16 Benjamin Thomas Stone, "Report o f  a Travelling Scholar," Architecture, May 1935, p. 91.
17 Ibid., p. 92.
18 A. H. Mack, "Continental Tour," Architecture, July 1938, p. 163.
19 Interview with Harold Smith by C. Hardwick, Sydney, September, 1996.
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"This small city is indeed one of the finest one could wish to see, with 
besides the most localised world renowned architecture adorning its streets, 
it is blessed with nature's finest trees, scrubs and small lakes and 
ponds...most of the work by Dudok is delightful. The town hall or raadhuis 
is a masterpiece in design. The Baadhuis or bathhouses, Slaughterhouse, 
cemetery and approx. 20 schools are all modem masterpieces by Dudok."20
Another Sydney architect, Sydney Hirst, was also impressed with Hilversum as a
location in which Australian architects could visit modem architecture represented
by many buildings:
"From Utrecht, I passed back to Hilversum, which I had glimpsed previously, 
and been greatly attracted by the excellent work to be found there. There is 
more consistently good architecture in this town than in any city o f the same 
size in the world, I should imagine, largely due to the genius of Mr.
Dudok."21
Gordon Finn, an architect with the Public Works Department o f Western Australia, 
was given two years for a self education architecture study tour of Europe from 1937 
to 1939. During this period he spent time in Hilversum visiting and photographing 
Dudok's buildings.22
There is some evidence that Australian architects attempted to visit Dudok and 
speak with him. For example, John Buchan of Laird and Buchan visited Dudok on 
Ewen Laird's recommendation.23 It has been suggested that Norman Seabrook also 
visited Dudok, although there is no evidence of this.24 Geoffrey Mewton and Roy
20 Travel Diary of Harold Smith. Hilversum, 26-9-37 to 29-9-37. Personal Collection Harold Smith, 
Sydney Personal documents and photographs o f travel to Europe also given by Harold Smith to 
the State Library of New South Wales.
21 Sydney Hirst, op. cit., p. 159.
22 Simon Anderson, "Public Works. PWD. W A 1941-1963," in Public Works: PWD. W.A. 
Architectural Division 1941-1963 (Perth, 1993), n. p.
23 In correspondence between C. Hardwick and John Buchan, Buchan mentioned that he had visited 
Dudok. In an interview with Ewen Laird in September 1989 with C. Hardwick, Laird suggested 
that Buchan visited Dudok only because Laird had recommended Dudok's work to him. Buchan's 
calling card is contained in Dudok's personal papers at the Architectuur Institute Amsterdam, now 
relocated to Rotterdam.
24 Peter McIntyre suggested to C. Hardwick in Melbourne, 1988 that Seabrook visited Dudok. 
Research into Seabrook's travels did not produce any evidence o f this, but McIntyre was recalling 
what Seabrook had told him.
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Grounds, who formed a practice together on their return from travelling, abroad both 
visited Hilversum. Interestingly, their individual recollections of visiting modem 
European architecture differ.23 Mewton, who made the pilgrimage to Hilversum, 
described Dudok as the "hero of every architectural student at the time", rather than 
Gropius or Le Corbusier,26 and had no recollection of seeing any buildings by Le 
Corbusier, Mies Van der Rohe, or Gropius. Grounds, in retrospect, spoke about the 
importance of Le Corbusier and Gropius; however, according to Mewton he did not 
visit any buildings by these architects.27
"Curiously Mewton when questioned on this point, mentioned neither man as 
students idols, nor did he ever visit any of their buildings while overseas. He 
does recall being very taken with the work of Goodhue and with Dudok, and 
it may be that Grounds is remembering in hindsight those who history has 
endorsed."28
Indeed, Mewton was very taken with the buildings of Dudok, and like many other 
architects working in London he made weekend and longer trips to the Continent. In 
1929 he returned to England from America where he had been working for Sloan 
and Robertson. He spent six months touring Italy, France, Germany and Holland, 
and "particularly recalls [recalled] admiring the work of Auguste Perrett in France 
and Dudok in Holland".29
One of the main reasons architects travelled to Hilversum was to visit its Town Hall: 
Dudok’s schools and public housing provided a rich addition. Most of these 
Australian travellers were aware of the Hilversum Town Hall beforehand through
25 For a full account o f this see Julie Ewington, "The Domestic Architecture o f Geoffrey Mewton 
and Roy Grounds, 1933 to 1937," Fourth Year Research Essay, Power Institute of Fine Arts, 
Sydney University, 1973.
26 Julie Ewington, op. cit., pp. 5-7.
27 Interview with Grounds by Julie Ewington, 1973, ibid. pp. 6 -7.
25 Ibid. p. 7.
Ibid. p. 8.29
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text, photographs in the architectural journals and discussion amongst themselves. 
They praised the building warmly:
"No detail is left to chance, a fact I also noted in Stockholm in the Town 
Hall, and, although certain features can be questioned, the building is worth a 
visit to the city alone. A great deal of housing, numerous schools, several 
new churches, a broadcasting station, fine small shops, and a splendid new 
hotel, all help to give added interest."30
Jack Hennessy, a partner in the Sydney firm Hennessy and Hennessy, visited
Holland in 1937 and was impressed with the colours used in the Hilversum
Town Hall and its site planning.31
Rotterdam
Australian architects visited other towns in Holland. Rotterdam, with
Dudok's De Bijenkorf department store was also popular. For example, Nigel
Ashton travelled to Europe visiting Holland, Germany, Switzerland and France, and
went to Holland particularly to see Dudok's architecture, not only his buildings at
Hilversum but also De Bijenkorf at Rotterdam. He recalled :
"I went particularly to see Dudok's work while I was in Holland. It was 
before Rotterdam had been destroyed and I went to see that great store 
Dudok had done in Rotterdam, it was a lovely building."32
Ashton was able to inspect the interior of De Bijenkorf, the Dudok building that
impressed him the most.33
30 Sydney Hirst, op. cit., p. 160. The Stockholm Town Hall was also a favourite among Australian 
architects.
31 Jack Hennessy, "Hilversum Town Hall, Holland," Building, December 1937, pp. 30-35.
32 Interview with Nigel Ashton, November 1991, by Paul-Alan Johnson cited in Paul-Alan Johnson 
and Susan Lome-Johnson (eds ), op. cit., Vol. 1, p. 9.
Ibid.33
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England
Australian architects' initial travel to England was also a significant means of 
learning about modernism and Dudok. During the late 1920s and 1930s many 
Australian architects worked in architectural offices in London. Dudok was an 
influence on English modem architecture, in particular on the architectural practices 
of Sir John Burnet, Tait and Lome; Adams, Holden and Pearson; and H.S. Goodhart- 
Rendel.
It has been suggested by Reyner Banham that English architectural modernism
presented a modified version of European modernism. 34 However, according to
Gavin Stamp, "it is quite untrue to suggest that the architectural scene into which
fell the first white Cubist houses was conservative and insular".35 Banham, when
discussing Dudok's relationship to modem architecture in the English context,
referred to it within the conventional "open box Architecture."
"Dudok successfully combined the forms of modernity with brick surfaces: 
the result was a rave success in middle-of-the-road countries like 
England."3*
The fact that Dudok was held in such high regard by the British architectural 
profession was evident when he received the Gold Medal from the Royal Institute of 
British Architects in 1935. His influence on English architectural modernism had 
become so apparent by the mid-1930s that the term "Dudokey" was coined to 
describe this.37
u Reyner Banham, Age of the Masters (London: Architectural Press, 1968), p. 47. See Banham, 
Guide to Modern Architecture (London: Architectural Press, 1962) pp. 68-69 and 128-132 for 
praise o f  the Tecton partnership for their works, Penguin Park, London Zoo and Highpoint I and 
Highpoint II; "With Highpoint L, British architecture became man-size and internationally 
visible..."
35 Gavin Stamp, "Introduction," Architectural Design: Britain in the Thirties, Voi. 49, No. 10-11, 
1979. p. 7.
30 Reyner Banham, Age o f the Masters, op. cit., pp. 47- 48.
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The English architectural writer R. Fumeaux Jordan reflected on Dudok's influence 
in England in the 1930s in an article he wrote for the Architectural Review in 1954:
’’Twenty years ago the work of Dudok caused a curious excitement among 
English architects. Excellent as was the quality of his work, that excitement 
now needs some explanation.’’38
Although Fumeaux Jordan admired Dudok’s architecture he was less enthusiastic
about the work of some of his followers in England. Dudok's followers there
certainly did not pursue the "white modem architecture" of the Continent referred to
by Banham, but they continued the "brick" tradition of British architecture:
"To English architects who wished to be modem and didn’t quite know how, 
Dudok - applying the superficialities of modernism to traditional brick 
structure - was a boon."39
The use of brick was common to both Dudok and English architectural modernism.
In the construction of modem buildings it also made a connection point between
Dudok and Australian architectural modernism. Australian architecture had already
shown indirect connections with Dutch architecture in the use of bricks; for
example, Australia's Georgian brick buildings were modelled on English eighteenth
century architecture, which in turn had been modelled on Dutch seventeenth century
architecture. As Fumeaux Jordan observed:
" In Holland there was a strong tradition of brick building; in England there 
was a strong tradition of brick building."40
The regard which the British architectural profession and especially architectural 
students held for Dudok is highlighted by P. Morton Shand's review in the 
Architectural Review of the book Bouwen where he states that the book is
37 R. Fumeaux Jordan, "Dudok," Architectural Review, April 1954, p. 237.
38 Ibid.
39 Ibid.
40 Ibid., p. 238.
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noteworthy for those whom it excludes. It illustrated the work of new Dutch 
Architecture and included J.J. Oud, G. Rietveld, J. Duiker and other members of the 
groups Opbouw and De 8.
"Thus the first thing to strike an English architectural student is that 
the work of Dudok is absent...1,41
English Architectural Practices Whose Work Exhibited An Influence Of Dudok
The English architectural practices whose work exhibited a significant influence of 
Dudok included Sir John Burnet, Tait and Lome, Adams, Holden and Pearson, and
R. H. Uren.
Sir John Burnet, Tait and Lome
Ewen Laird suggested that this English architectural practice was considered by 
some Australian architects to be the most desirable practice to work for during the 
1930s.42 Several Australian architects worked for them including Norman Seabrook, 
Samuel Lipson and Charles Madden.
Thomas Tait was their principal designer from 1928 onwards when Burnet retired, 
and there is a marked evidence of modernism in their work from this time. He was 
impressed with Dudok's architecture and the influence of Dudok on Tait's designs 
dating from the houses at Silver End as already discussed in this thesis was 
evident.43 Many of their modem buildings designed in the late 1920s and the early
41 P. Morton Shand, "The Real Dutch Contribution,” Architectural Review, June 1936, p. 283. A 
review of the Dutch publication Bouwen, in which Shand included architects "who had made a 
contribution to the new Architecture:" J.J. Oud, G. Rietveld, J.B. Van LOghem, C. Van Eesteren, 
Mart Stam, Jan Wils, J. G. Wiebenga, J. Emmen, W. Van Tijen, L.C. Van der Vlugt, J. Duiker, 
and Theo Van Doesburg. The book also included unacknowledged examples of engineering 
architecture.
42 Interview with Ewen Laird, by C. Hardwick, August 1991.
43 Thirties (London: Arts Council o f Great Britain, 1979) The catalogue for an exhibition at the
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1930s demonstrate a connection to Dudok's architecture, especially in their 
treatment of brickwork, massing and details. The most important of the practice's 
buildings designed by Tait were the houses at Silver End in Essex, 1929 [Ills. 70,
71], and in London, the Royal Masonic Hospital at Ravenscourt, 1930-1932 [111. 69], 
the Curzon Cinema, 1933 [HI. 68], and the Mount Royal Flats, in Oxford Street, 
1930-1934.
During Dudok's visit to London in 1934 he was taken by Charles Reilly to the
Curzon Cinema in London. Charles Reilly recounted the visit and Dudok's reaction.
"I took him to the Curzon Cinema, we didn't get further than the beginning of 
the street. He [Dudok] said: This is enough for me. I don't want to see one of 
my own buildings.”44
Fumeaux Jordan, in an article in the Architectural Review  o f 1954, also made a 
direct connection between the Curzon Cinema and Dudok's architecture. He 
presented illustrations of three modem buildings by three different modem 
architects "to show the progressive influence of one architect upon another".43 
Fumeaux Jordan's selection o f buildings also supported the view that Frank Lloyd 
Wright had influenced Dudok. The buildings represented, in order of influence, 
were Frank Lloyd Wright's Robie House, 1909, Dudok's Hilversum Town Hall, 1931 
[111. 2], and Sir John Burnet, Tait and Lome's Curzon Cinema, London 1933 [Dl. 68]. 
Gavin Stamp claims that "Wright’s influence was probably transmitted to Britain via 
Holland".46 Stamp believed that Dudok had exerted considerable influence on 
English architects after being influenced himself by Wright. This is perhaps an over 
enthusiastic response to Dudok's influence concerning Wright, since English
Hayward Gallery October 1979 to January 1980 gives some details o f  Tail's buildings, see p. 301.
44 Joost Meuwissen, "W.M. Dudok," Reflexen, No. 8, 1981, p. 9. English Translation in text.
45 R. Fumeaux Jordan, op. cit., p. 236.
46 Gavin Stamp, op. cit., p. 7.
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architects were aware of Wright's work through the coverage of Wright's work in the 
architectural journals.
Thomas Tait's design for the Empire Exhibition in Glasgow, 1938, received 
considerable publicity in the English journals. This was another modem building 
outside London that attracted travelling Australian architects. Ewen Laird and Max 
Deans thought that it was "very Dudok".47 The Australian architect Charles Madden 
worked for Sir John Burnet, Tait and Lome whilst in London during the 1930s and 
worked on the Empire Exhibition building and the Royal Masonic Hospital Nurses' 
Home at Ravenscourt.48 Australians architects including Arthur Baldwinson, Keith 
MacKay, and Ewen Laird would regularly visit the hospital while it was still being 
completed. It was a modem design and the complex consisted of four buildings of 
steel frame construction with reinforced concrete floors and roof. The face material 
was a narrow, red brick only fifty millimetres (two inches) high and laid in Flemish 
garden bond with wide raked out joints. Sir John Burnet, Tait and Lome received the 
Medal of the Royal Institute of British Architects in 1935 for the Royal Masonic 
Hospital, the same year that Dudok was awarded the Gold Medal by the British 
Institute.
Adams, Holden and Pearson
Charles Holden designed a series of new underground stations for the Piccadilly 
Line from 1930 onwards. Sir Nikolaus Pevsner perceived these stations as
47 Diaries o f Ewen Laird, held at the Geelong Historical Society, Geelong, Victoria.
48 "Personalities," Decoration and Glass, March-April, 1949, p. 36. Madden arrived in London in 
1930 and worked for Verity and Beverley and after this he was employed by Sir John Burnet, Tait 
and Lome for "several" years.
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examples of innovative design and considered them "a landmark in English 
architecture".49 In June and July 1930, Charles Holden and Frank Pick went on a 
journey to Europe to visit its modem architecture.50 The pursuit of modem design by 
the London Passenger Transport Board in the 1930s was mainly the initiative of 
Frank Pick. He became in 1928 the Joint Managing Director of the Underground 
Electric Group, and the Vice Chairman and Chief Executive of the London 
Passenger Transport Board when it was formed in 1933. He has been described as 
the impresario of London Transport and was responsible for commissioning Charles 
Holden for the design of the underground stations and building and modem artists 
for its graphics and typology.51 One of the highlights of their journey was a visit to 
Hilversum and seeing Dudok's architecture. Their overall impression of Hilversum 
was of "orderly planning, which, however, has nowhere been permitted to become 
mechanical or dehumanised" and of the importance of Dudok as Town Architect in 
creating a pleasing environment there. Their report acknowledged Dudok's 
contribution to the success of Hilversum: "great credit is due to him for the 
straightforwardness and vision of his work".52 They gave two of Dudok’s buildings 
particular mention and the first, not surprisingly, was the Hilversum Town Hall.
49 Sir Nikolaus Pevsner, Buildings of England: London, Vol II, 1952, p. 338; in Gavin Stamp, op. 
cit, pp. 2-25. This double issue of Architectural Design gives a comprehensive coverage o f the 
period.
50 Charles Holden and Frank Pick, A Note on Contemporary Architecture in Northern Europe. 
Written as a result o f a tour o f Holland, Germany, Denmark and Sweden, made by Mr. Frank 
Pick, Mr. Charles Holden and Mr. W.P.N. Edwards. 20 June - 7 July 1930. Their report was 
twenty three pages long and contained about fifty small photographs o f minor quality. This was 
first cited as "A Report". A photocopy is held at the Architectural Association library, London. 
This report is mentioned as a book by Gavin Stamp, op. cit. p. 7.
51 Simon Jervis, "Furniture,” in Thirties op. cit., p. 83. Frank Pick was also associated with the 
Council for Arts and Industry from 1906. McKnight Kauffer designed posters in 1915, Edward 
Johnson designed the typeface, p. 219. furniture by Peter Waals. p. 83.
52 Charles Holden and Frank Pick, op. cit. n.p.
188
Interestingly, they did not include any photographs of it. The second was an 
unnamed school which they called the "thatched roof school".
Geoffrey Mewton worked for a brief time for Adams, Holden and Pearson when he
arrived in London in 1928, when they had just commenced designing their modem
and well known underground stations. Mewton did not stay for long and left to
further his travels in America, going first to New York in 1929. The President of the
Royal Institute of British Architects, Sir Giles Scott, referred to the design of the
underground stations and Dudok's architecture, during Dudok's lecture at the Annual
General Meeting of the Architecture Association in May 1934:
"...and I think that I may say in all sincerity that some of the new stations 
which Mr. Charles Holden has designed have a tinge of something 
reminiscent of the character of Mr. Dudok's work."53
Both Charles Holden and Frank Pick attended Dudok’s lecture.
Amos Grove Station [111. 72] demonstrated a likeness to Dudok's architecture in its
brickwork more than its massing . It received photographic coverage in Australian
journals. In Architecture in September 1937 Morton Herman compared Sydney
railway stations with those overseas, for example the English designed underground
stations and in particular Amos Grove:
"There is no station in Sydney that will bear the least comparison with the 
beautifully designed 'Underground' stations of London. The latter strive so 
successfully to express their purpose, and all the incidental features are 
carefully studied to make happy parts of the whole design."54
The article was illustrated by photographs of Amos Grove. Sydney Underground
stations did take on some elements of the London underground.
53 "A. A. General Meeting," Architectural Association Journal, June 1934, p. 20.
54 Morton E. Herman, "Comparison o f  Architecture," Architecture, September 1937, p. 187.
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U K  Uren
In late 1933 R.H. Uren, a New Zealand architect, won the competition for the Town 
Hall at Hornsey, London, from 280 entries. Uren asked the Australian architect 
Benjamin Stone, who had worked for the same architectural practice in London as 
he had, referred to as Barkers,55 to join him to work on the design of the Hornsey 
Town Hall; and Stone made a major contribution to its design. The Hornsey Town 
Hall displays clear references to Dudok's architecture in its monumental massing 
and its use of the contrasting vertical clock tower to emphasise the horizontality of 
the main building [111.182a]. In the exhibition at the Stichting Architectuur [Institute 
of Architects]at Amsterdam, held in 1984 to celebrate the centenary of Dudok's 
birth, the Hornsey Town Hall was selected as the building to illustrate the influence 
of Dudok on English architecture and specifically on Town Halls. The caption to the 
photograph stated:
"The Town Hall in Hornsey, London by R.H. Uren is one of the examples of 
how the Hilversum Town Hall knowingly had an influence on English Town 
Hall architecture."56
Benjamin Stone returned to Australia in 1937 and delivered a lecture to the New
South Wales Chapter of the Royal Australian Institute of Architects about his work
in England and his travels on the Continent. In this lecture he acknowledged the
influence of the Hilversum Town Hall on both his and Uren's design for the Hornsey
Town Hall. Commenting on its design he stated:
"In Mr. Dudok's exciting Town Hall at Hilversum we see the same spirit, but 
carried out in a typical modem Dutch manner. I have to keep a tight rein on 
myself when speaking of this building for fear I go too wildly enthusiastic. I 
admit frankly a strong personal bias towards the work of Dudok and, in the 
pictures of the Town Hall at Hornsey, you maybe able to pick out definite 
influences from Holland. I am not ashamed of this, nor I think would Mr. 
Uren."57_______________________________________________________
55 Benjamin T. Stone, op. cit., p. 175.
56 Translated from the Dutch caption by C.Hardwick.
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The Architectural Association, London
Frank Yerbury was general secretary of the Architectural Association in the early 
1930s. Since 1931 he had tried to persuade Dudok to come to London, claiming in 
1934 that they were ’’old friends".58 It is highly likely that Yerbury had met Dudok 
on his visits to Holland between 1928 and 1931 to research and photograph 
buildings for his book, Modern Dutch Buildings, which was published in 1931.59 
Howard Robertson was Director of Education at the Architectural Association at this 
time, also a keen supporter of Dudok in his writings. The combination of Howard 
Robertson and Francis Yerbury arguably did the most to bring contemporary 
architects on the Continent to the notice of English architects. Their joint 
publications featured Howard's writing and Yerbury's photographs. Robertson's work 
as an architect is not so well remembered as his work as an educationalist and 
architectural writer. However, the Finsbury Waterworks by Easton and Robertson is 
a confident, modem, streamlined brick building with an indebtedness to Dudok for 
its narrow brickwork and curved tower.
Dudok was certainly discussed at the Architectural Association. A student 
publication of 1935 contained a cartoon with references to Dudok [BL 164], The 
Architectural Association played a pivotal role in widening the knowledge of
Australian architects of modernism in both England and Europe. An exhibition of
'7 Benjamin T. Stone, op. cit., p. 175.
58 “A.A. General Meeting," op. cit., p. 5.
59 Francis Rowland Yerbury, Modern Dutch Buildings (London: 1931). Yerbury included three o f  
Dudok’s schools at Hiiversum: Vondel School, Jan v.d. Heyden School and the Juliana School.
In a previous publication, Modem European Building (London: 1928); the Dudok buildings that 
Yerbury included were the Dr. Bavinck School and the abattoir, both at Hiiversum.
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photographs of Dudok's architecture was held at the Architectural Association in 
London in April/May 1934, for a short period before he gave his lecture to inform 
and create interest in Dudok. Many Australian architects and architectural students 
visited the exhibition. Ewen Laird and Max Deans from Victoria, and Benjamin 
Stone and Frank Costello from New South Wales. Frank Costello acknowledged that 
he learned about the new Dutch architecture at the Architectural Association in 
London:
"Before going to England I had heard little of this little country other than 
that her early navigations had paved the way for the establishment of British 
Colonies overseas; and that she was a land of windmills and dykes and 
cheese. While at the Architectural Association School in London, I learned 
that Holland was still a country of adventure from sailing unknown seas to 
designing and erecting new buildings."60
Dudok's lecture at the Annual General Meeting of the Architectural Association in 
May 1934 was the first time that he had delivered a paper in England61 and it was 
attended by members of the English architectural profession and also by some 
Australian architects including Benjamin Stone and Max Deans. He delivered it 
again the following day to students at the Architectural Association and others.
Dudok spoke about the development of Hilversum and the need to direct his 
attention to its town planning in the first place.62 He stated his desire for restricted 
and controlled growth of "reasonable concentrated building" in urban areas.63 
Dudok's discussion of his architecture consisted of a detailed description of the 
Hilversum Town Hall describing both the aesthetic reasons for elements in his 
design and also the symbolic reasons behind them as exemplified in his description
60 Frank Costello, "A Trip Through Holland," Architecture, 1936, p. 280.
61 "A. A. General Meeting," op. cit., p. 4. The Architectural Association "appreciated the honour o f  
being the first in this country to receive a paper from him".
62 Ibid., p. 5.
63 Ibid.
192
of the main entrance:
"On these occasions [weddings] a festive procession proceeds to the 
town-hall and that is why this entrance has an aesthetic meaning; for the 
carriages drive along the main approach, the guests then walk along the lake 
to the main entrance; in bad weather under a covered colonnade. In front one 
sees a wide monumental staircase, under a powerful projected concrete plate 
mounting to the spacious entrance vestibule which leads to the large hall."64
De Bijenkorf at Rotterdam because of its contrast with the Hilversum Town Hall 
had a special attraction for Dudok.65 He explained how he had designed the store to 
appear as large as possible:
"...because for a store the dimensions, especially the front lengths along the 
street, are of great significance; these dimensions are in themselves an 
imposing advertisement and a characteristic beauty-element for this type of 
building."66
Stone was very taken by Dudok's lecture and on his return to New South
Wales included substantial quotations from it in his own lecture to the New South
Wales Chapter in 1937. He also confirmed Dudok's influence on English architects:
"Great architectural firms in London like Burnet, Tait and Lome, in the fine 
Ravenscourt Park Hospital, have used some of Dudok's ideas with success. 
The firm of Adams, Holden & Pearson, responsible for the best work that has 
been done for the London Underground Railway, must also be grateful to 
that amazing Dutch architect for the inspiration towards some of their finest 
architectural achievements."67
Dudok's architecture was not always highly praised at the Architectural Association.
By the late 1930s it appeared that it was now acceptable to offer some criticism.
Professor A. E. Richardson delivered a lecture to the association in 1939 in which he
made the following observation about Dudok:
"Dudok is simply attenuated Frank Lloyd Wright and Hampstead Garden 
City. You will see that for yourselves; I am going to destroy your ideals, but
M Ibid., p. 8.
65 Ibid.
66 Ibid.
67 Benjamin Stone, op. cit. p. 175.
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you will see it quite plainly when the slides are shown.’’68 
Australian Architectsf Club, London
The Australian Architects' Club was formed in London in 1930-1931 and had its 
meeting place in Bedford Square close to the Architectural Association.69 It provided 
a contact point where Australian architects would meet and discuss their work and 
the modem architecture that they had visited. It also provided a network for finding 
jobs for Australian architects in a poor economic climate. The Club was also open to 
architectural students for the ’’purpose of facilitating study, both in England and on 
the Continent.”70
JOURNALS
The text and photographs of Dudok's buildings are discussed by examining the 
writers and photographers concerned. Information is given on when the initial text 
and photographs appeared, which buildings were discussed and photographed, and 
how the elements of the built form were presented, if indeed, they were. Reference 
is made to the particular aspects of Dudok's work which were emphasised. This 
approach has been chosen to ascertain the kind of relationship that existed between 
the elements presented in the text and photographs of Dudok's architecture, and 
buildings in Australia where his work was considered a model.
Photography of buildings contributes significantly to their understanding and their
68 A.E. Richardson, "Address to the Architectural Association," Architectural Association Journal, 
April 1939, p. 233. See p. 239 for further discussion by Richardson how the Hilversum Town 
Hall "is Frank Lloyd Wright with variation", and the "village by Dudok based on our English 
garden villages ... the ends of some o f the houses are rather clumsy".
65 Interview with Harold Smith, by C. Hardwick, Sydney, November 1996.
70 "Australian Architectural Students' Club in London," Journal o f the Royal Victorian Institute o f 
Architects, March 1931, p. 26. The Honorary Secretary was Eric Garthside, who was a travelling 
scholar and had his photographs of modern European architecture and several articles published 
in Architecture, including "The Lessons from Modem German Architecture," July 1934, pp. 
145-166. He remained overseas.
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representation. Walter Benjamin acknowledged this point,
"Everyone will have observed how much easier it is to get the measure of a 
practice, especially sculpture, not to mention architecture, in a photograph 
than in reality."71
However, in obtaining the "measure of a practice", photography of buildings also 
contributes to how buildings are read. This then often contributes to the way in 
which buildings become part of a certain segment of knowledge, and where they are 
placed within architectural history. Furthermore in many examples additional 
architectural agendas, such as for the period of this study modernism, are 
communicated in the photographs beyond the representation of the building or the 
building detail photographed. By the 1920s and the 1930s modem architecture had 
fully developed and was widely practised, at this same time architectural 
photography evolved a modem aesthetic, becoming in many instances an agent for 
modernism. Tony Fry stated that there was "a certain kind of fusion, during the 
1920's and 1930’s, between architecture and photography",72 and he labelled the
object of this fusion the "photomodem":73
"As an aesthetic the architectural photo-modem became constructed and 
deployed, in various media, to 'aid the new way of seeing.' The aim here 
was to win people, inside and outside the architectural profession, to the 
cause of the modem movement."74
Australian architects in this period, like those since, often came to "know"
and like buildings first from photographs of them. Furthermore, this sometimes 
prompted them to travel to overseas to see them at first hand. This important 
function of photographs especially those of Dudok's buildings, was evident in the
71 Walter Benjamin, "A Short History o f Photography," reprinted Screen, England, Spring 1972, pp. 
20- 21.
72 Tony Fry, "The Photo-Modem," Transition, 3 1987, pp. 3-7.
73 Ibid, p. 3.
Ibid.74
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report Sydney Hirst’s report of 1933:
"This summer 1 decided to tour fairly extensively in Holland, having heard 
such fine reports, and also having seen such numerous reproductions of the 
work done there."75
TEXT AND PHOTOGRAPHS OF DUDOK'S BUILDINGS IN THE 
OVERSEAS ARCHITECTURAL JOURNALS
Overseas architectural journals were widely read by Australian architects in the 
1930s. Those mentioned in interviews with architects of this period included English 
and American architectural journals.76 Bruce Litchfield, an architect from Sydney, 
acknowledged the role of the journals: "Yes, the Dutchman, Dudok, who was the 
brick man. I learned about him from magazines".77
The popularity of the English journal, Architectural Review, became evident. 
Leonard Walker is typical of architects in his response to this journal during the 
1930s, "I subscribed to the Architectural Review for quite a while and a few 
others... .”78 Other English architectural journals read were the Architects' Journal 
and the Architectural Association Journal; the American journals Architectural 
Record, Architectural Forum and Pencil Points were also read. Pencil Points, 
although widely read by Australian architects, limited its contents to 
predominantly American architecture and did not feature the work of Dudok.
75 Sydney Hirst, "A Travelling Scholars Report", Architecture March 1933, p. 158.
76 In interviews conducted by C. Hardwick most architects nominated Architectural Review as the 
most widely read overseas journal. The interviews conducted for Architects o f the Middle Third 
op. cit., programme established that a number o f architects also nominated this English journal as 
often read.
77 Paul-Alan Johnson and Susan Lome-Johnson (eds ), op. cit. Interview with Bruce Albert John 
Litchfield, Vol. 1, p. 60.
Ibid, Vol. l ,p.  157.78
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architecture journals, but I strived not to be a copyist-I wanted to be original.” 79
All these journals were available to architects and architectural students in
Australia by subscription. Many architectural practices, individual architects and
educational institutions subscribed to them. The Architectural Association Journal
was not as widely subscribed to as the other overseas journals.80 When
Mewton and Grounds left Australia in 1928, disillusioned with local architecture,
they wanted to discover modem architecture in Europe and America which they had
come to know from reading the overseas architectural journals:
"Mewton's disillusionment with the current Australian architectural scene 
may have been supplemented by his and Grounds' voracious reading of the 
works of Gropius and Frank Lloyd Wright, perusal of their illustrated work in 
journals.”81
Discussion and Photographs of Dudok's Architecture in the Overseas Journals 
before 1932
Dudok's architecture was first reported as early as 1921, by the English publication 
Garden Cities and Town Planning which published an article with drawings on his 
public housing scheme of 1916-1919 at Boschdrift/Leliestraat.82 Thq Architects' 
Journal published illustrations of the Rembrandtschool at Hilversum and the 
Boschdrift Bathhouse in 1922.83
TO HRAIA Gold Medal to Roy Simpson," R A JA . Memo, February 1977, n.p.
80 The only remaining copies o f the Architectural Association Journal presently held within an 
Australian library were those originally acquired by Gordon Technical College, Geelong, Victoria, 
now Deakin University, and held in their library. The 1938 volume which published in July 
"Developments o f Modem Architecture in Holland" by Ir. C. F. J. Dingemans is not held in their 
collection. This may have been one o f  many contributing factors which caused several Gordon 
graduates to be interested in modernism.
81 Julie Ewington, op. cit. p. 7. n. 13, interview with Roy Grounds by Ewington, 1973.
82 Willem Dudok, "Workmen's housing in Hilversum, Holland," Garden Cities ayid Town Planning,
V I1, 1921, pp. 114-116.
83 "Dutch Architecture, Old and New: Some Impressions o f the A. A. Visit to Holland," Architects' 
Journal, October 11, 1922, pp. 477- 482. Photographs reproduced were Frank Yerbury's.
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"Modern Architecture in Holland" was the title given to an extensive article on the 
state of Dutch architecture, published in Architectural Forum in February 1929. It 
was the first article in an American architectural journal to refer to Dudok The 
author of the article was Edwin A Homer, and photographer Sigurd Fischer had 
visited Holland in July, 1928 to present a "comprehensive impression of the best of 
modem architecture in Holland".84 This article on Dudok described his schools at 
Hilversum predominantly by Dudok’s effective use of mass and colour. Dudok's 
schools were also the subject of discussion in Architectural Forum in November 
1930. In an article on European Schools, Frederick J. Woodbridge, of Evans, Moore 
and Woodbridge Architects, recounted his experiences of visiting many schools in 
Europe and his discussions with European architects. Woodbridge considered "the 
most attractive and personally charming modem buildings anywhere were those 
designed by William Dudok in Hilversum".85 Architect and Building News featured 
mainly Dudok's schools in six articles which were published between 1930 and 
1934. The author of these articles was Howard Robertson and five of the six articles 
had photographs by Francis Yerbury.
Architectural Forum in April 1932 contained a broad coverage of Dutch architecture 
relying predominantly on photographs. This issue paid further attention to 
Hilversum and Dudok with another article on the Hilversum Town Hall, entitled 
"The City Hall", subtitled "Hilversum Holland, William Dudok, Architect".86 From
84 Edwin Homer, "Modem Architecture in Holland," Architectural Forum, February 1929, pp. 
203-208.
85 Frederick Woodbridge, "European Schools,n Architectural Forum, April 1933, pp. 294-314.
8,1 Both the names o f the building and the architect had been Americanised. "The City Hall,
Hilversum, Holland, William Dudok Architect," Architectural Forum, April 1932, pp. 325-336.
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this feature article it was possible for Australian architects (and American architects) 
to gain a good understanding of the design of the building. It featured mainly 
photographs, with texts which were descriptions of selected photographs, but it also 
illustrated the floor plans with scaled drawings. The First, Second, and Third Floor 
plans of Hilversum Town Hall were reproduced to scale. The photographs were both 
internal and external. The internal photographs provided Australian architects with 
details of the interior. This was unusual as photographs of Hilversum Town Hall 
tended to concentrate on the exterior. The richness of the interior was evoked by a 
description that concentrated on the colours, patterns and materials used in the 
council chamber. The main council room was described: "although barren of 
architectural detail its effect is extremely rich".87 The text was minimal and tended 
to focus on Dudok's use of colour, since the photographs were black and white.
"...the floor is a light cream marble and the carpet which covers a large 
portion of it is patterned in alternate squares of silver and light gray."
and the reception hall was described:
"...the two walls of the long sides of the room are covered with a patterned 
wall fabric in green and gold, with the exception of the recess shown on the 
opposite page which is faced with a gold tile."88
This early comprehensive coverage of Dudok in the Architectural Forum predates 
any similar discussion in the Australian and British journals. Australian architects 
were fervent readers of the Architectural Forum and through these articles and 
photographs it would have provided them with a broad introduction to Dudok.
In Architectural Review, March 1932, Frank R. Yerbury's recently published book 
Modern Dutch Architecture was reviewed by J. Betjeman.89 Dudok was mentioned
87 Ibid., p. 334.
88 Ibid.
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in the text, and an untitled photograph of one of his schools, was selected to 
illustrate the article. Betjeman disputed Yerbury's suggestion that the architecture 
represented in Modem Dutch Architecture showed a profound influence of English 
Arts and Crafts architects Voysey, Mackintosh and Baillie Scott. However, 
Betjeman selected one of Dudok's schools at Hilversum to demonstrate a 
possible connection between modem Dutch architecture and the architects 
mentioned above:
"The school at Hilversum by Dudok, with its heavy eaves and uninterrupted 
line of windows close beneath them, bears considerable resemblance to 
Voysey, it must be admitted."90
Discussion and Photographs of Dudok*s Architecture in the Overseas Journals 
after 1932
British Journals
On 24 May 1934, Dudok delivered a lecture at the Architectural Association in 
London. His lecture was published in the Architectural Association Journal of June 
1934, illustrated by photographs of some of the buildings he discussed. These 
photographs included examples of his professional commissions, a range that 
included works from Hilversum, the Hilversum Town Hall and the Vondel School; 
public works in the Netherlands, such as the Zuiderzee Works; and private 
commissions, for example De Bijenkorf at Rotterdam.91
Clearly Dudok's architecture had been well liked and respected by the English 
architectural profession for at least the decade before he was awarded the Gold
89 MBooks: The Greatest Garden City," Architectural Review, March 1932, p. 107.
90 Ibid.
91 "A.A. General Meeting," op. cit., pp. 10-13.
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Medal from the Royal Institute of British Architects in 1935. Following this, articles 
on Dudok appeared in three of the British journals: Journal o f the Royal Institute o f 
British Architects, April 1935; The Builder, April 1935; The Architect and Building 
News, June 1934 and January 1935.
Dudok's respected position in English architectural circles was still evident
in the late 1930s with an article published in the July 1938 edition of the
Architectural Association Journal. The Architectural Association had planned a tour
to Holland in September 1938, and the July journal included an account of Dutch
architecture of this century, to give members some valuable background before
commencing the tour.92 The article, written by Dutch architect Ir. C. F. J.
Dingemans, gave an historical account of the development of modem architecture in
Holland, from the foundations established by Berlage to the development of the
Amsterdam School. Dudok was included in the Amsterdam school.93 He received
considerable praise from his contemporary, Dingemans who commented:
"The architectural achievements of W.M. Dudok rank amongst the best in 
the Netherlands, perhaps amongst those of the world."94
He also contrasted the functional work of Van der Vlugt with that of Dudok's
claiming:
"If we realise that the ideal of architecture is the perfect harmony between 
the aesthetic and the technical then we may take it that Dudok has come 
close to the unapproachable ideal from the aesthetic, and Van der Vlugt from 
the technical side."95
Full page photographs accompanied the article and three of Dudok's buildings were
92 Ir. C. F. J. Dingemans, "Development o f  Modem Architecture in Holland," Architectural 
Association Journal, July 1938, pp. 39-44. N ote at bottom o f  page 39 explains the reason for the 
inclusion o f  this article.
93 Ibid., p. 42.
M Ibid.
Ibid., p. 44.95
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included, De Bijenkorf, Rotterdam;96 the Town Hall, Hilversum;97 and the 
Schuttersweg School, Hilversum.98
The Architects' Journal in 1936 published a sketch of Dudok's brick.99 This 
important piece of information gave the sizes for the ideal narrow brick which 
Dudok used in his buildings and which had already been adopted in some instances 
by Australian architects.
American Journals
The Architectural Forum continued to cover modem Dutch architecture and 
contained an extensive article in 1933. Holland was seen as offering a unique 
position where "every important contemporary impulse has its representative."100 
Dudok was represented by two of his buildings, including an untitled 
"School in Hilversum" which was in fact the School in Schuttersweg. Each building 
was described by a photograph and in some instances included a short text. Dudok 
was portrayed as a follower of Berlage, and was described as the "most 
representative of the group once dominated by the great constructor, H.P.
Berlage".101
The brief text described Dudok's use of materials, brick, glass and steel.
However, this was one instance where Dudok's use of materials was discussed in the 
context of the social theory of modernism, rather than traditional Dutch building
96 Ibid., p. 56.
97 Ibid., p. 57.
98 Ibid., p. 58.
99 Harley Usill, "System o f State Education," Architects’ Journal, May 28, 1936, p. 843.
100 "International Section: Holland," Architectural Forum, October 1933, pp. 294-314.
Ibid.101
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materials. It also praised his functional planning of schools, which the author 
regarded as being "subordinate to the aesthetic-plastic monumentality".102
Discussion and Photographs o f Dudok's Architecture in the Overseas Journals 
after 1950
In March 1950 Dudok presented a paper titled "Town Planning and Architecture as
an Expression of our Times" to the Societe Beige des Urbanistes et Architectes 
Modermstes. 103 This was republished several times including English translations in 
the Royal Institute o f British Architects Journal in 1951104and in the Royal 
Architectural Institute o f Canada Journal the following year.105
Considering the position of Dudok within English modem architecture, the 
Architectural Review gave a surprisingly small coverage of Dudok and his work. Its 
first major article on Dudok appeared in 1954. It was written as a retrospective, 
approximately twenty years after Dudok had received the Gold Medal. The author 
was R. Fumeaux Jordan, and its title, "Dudok and the Repercussions of his European 
Influence", suggested that Dudok's architecture was an example of modem 
architecture somewhat outside mainstream modernism. It examined Dudok's 
influence on modem English architecture, and consequently the position of modem 
English architecture within the modem movement.106
102 "The City Hall, Hilversum, Holland," Architectural Forum, April 1932, pp. 325-336.
103 Paper given at Brussels, 24 March 1950. See Donald Langmead, W.M. Dudok: A Dutch 
Modernist (Westport: Greenwood Press, 1996), p. 134.
104 Willem Dudok, "Town Planning and Architecture as an Expression o f Their Time", Royal 
Institute o f British Architects Journal, Vol. 58, 1951, pp. 437-440.
105 Willem Dudok, "Town Planning and Architecture as an Expression o f Their Time", Royal 
Architectural Institute o f Canada Journal, Vol. 29, No. 11, 1952, pp. 338-341, 345.
106 Fumeaux Jordan, op. cit.
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Dudok's proposed lecture tour to America in 1954 generated some articles in the 
American journals.107 A small article in 1953 in the Architectural Forum presented 
Dudok as voicing criticism of American town planners. 108 The American Institute 
of Architects Journal published selected parts of his lecture, "To Live and to 
Build".109
TEXT AND PHOTOGRAPHS OF DUDOK'S ARCHITECTURE IN THE 
A USTRAL1AN JOURNALS
The Australian journals that published material relevant to architecture from the late 
1920s to the 1940s included the professional and popular publications. At this time 
only three state institutes and later, chapters of the Royal Australian Institute of 
Architects, published their own journals: Victoria, New South Wales and 
Queensland. Architecture, published by the New South Wales Institute, covered the 
architecture of other states as well as its own. Architecture, and the Journal of the 
Royal Victorian Institute of Architects, published by the Victorian Institute of 
Architects, featured Dudok and modem architecture. Popular architectural and 
building journals were also widely read by architects and included articles and 
reviews, photographs, drawings and debate on issues concerned with modem 
architecture and modernity. These included Building, published by George and 
Florence Taylor; Decoration and Glass, published from the late 1920s until 1949 by 
the Australian Glass Manufacturers, and Australian Home Beautiful, published
107 For example, "AIA Sponsors Dutch Architect's Tour ", Architectural Record, November 1953, p 
24.
108 "Dutch Architect Dudok Criticizes American Design Scene", Architectural Forum, Vol. 99, No.
6, p. 45.
109 Willem Dudok, "To Live and To Build", AIA Journal, Vol. 21, 1954, pp. 99 -105 and " Town 
Planning", pp. 152-158.
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from 1925 to 1953. The last two were the most significant for their discussion of 
modem architecture. In addition, two prestigious cultural journals published by 
Sydney Ure Smith, The Home, 1920 to 1942, and^r/ in Australia, 1916 to 1942, 
were important for their support of modernism, which they presented as the style 
their readers should adopt.110 Although the popular journals mentioned above 
featured modernism to a certain extent, Dudok's architecture was discussed to a 
greater extent in the Australian professional journals, in particular Architecture. 
These journals were directed to a readership of practising architects and 
architectural students. Their more comprehensive inclusion of text and photographs 
on Dudok in these professional journals suggests that the dissemination of 
information about his architecture and town planning through this material tended to 
be limited to a specialised knowledge of the professional audience.
Discussion of Dudok's Architecture
Authors o f Text
The authors of articles on overseas architecture in Australian architectural journals
were usually either foreign writers whose articles had been republished from an
overseas journal, which was a frequent occurrence, or established members of the
profession here. Donald Leslie Johnson, commenting upon the selection of articles
republished from overseas journals in Australian publications, states,
"It was Oscar Niemeyer from Brazil, the American Frank Lloyd Wright,
W. Dudok in Holland, along with Le Corbusier, who were catching 
the editors' eye."* 111
110 An advertisement for The Home, published in Art in Australia in 1928, used support of 
modernism as its core. "The wave o f modernism which has flooded the intellectual centres o f  
civilised countries has penetrated Australia. It is already perceptible in its arts, its music, its 
architecture, its household furniture and decoration, its literature, and its landscape gardening..."
December, Series 33, n.p.
111 Donald Leslie Johnson, Australian Architecture 1901-1951: Sources o f Modernism (Sydney.
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Johnson's assertion that local journals and magazines concentrated on overseas 
countries does not convey the amount of coverage that they did indeed give to 
Australian architects.112 His claim that "Building and Engineering showed more 
foreign architectural work than Australian during the period from 1943 to 1949” 
does not seem to be substantiated. As previously mentioned, not infrequently, the 
authors of articles which discussed Dudok were recent Australian architectural 
graduates. Within Holland, Hilversum was the town which received the widest 
documentation. The architecture of Dudok was described enthusiastically by these 
writers who were supporters of modem architecture. Their impetus for the support 
of modem architecture was in many instances the direct result of their travels, rather 
than the agenda of the editors of the professional journals where their reports were 
published.
Discussion of Dudok's Architecture in the Australian Journals before 1932
The first reference to Dudok's architecture in an Australian journal was made in 
1931 by Frank Costello, who was the recipient of the New South Wales Travelling 
Scholarship for 1928. He spent six years abroad, returning to Australia in 1936. In 
1930 he made a short trip from England, where he was working, to the Continent, 
and visited Hilversum. His report to the New South Wales Board, published in
Architecture in July 1931, conveyed his favourable impressions of its architecture:
"Some of the public buildings, such as...the schools at Hilversu [sic] 
...impress one as monuments to the good taste and adventurous spirit of a 
people who have great civic pride.”113
Sydney University Press, 1980), p. 158. The period to which Johnson is referring is not clear; see 
his "Chapter 1934-47: Reaction and Resolve" his comments are located in the part o f the chapter 
discussing post World War II.
112 Ibid.
"3 Frank Costello, "Board o f Architects o f New South Wales Report o f Travelling Scholars," 
Architecture, July 1931, pp. 150-151.
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Furthermore, Costello included observations about Dudok's private commissions,
especially, De Bijenkorf in Rotterdam. He was clearly impressed with this very
modem department store which had been constructed just one year before his visit.
Costello responded well to this new modem structure and his description of the store
highlighted the striking features of Dudok's design.
"Holland has inspired me with a fresh desire to create liveable buildings and 
liveable towns. Some of the new city buildings, most notably, perhaps those 
of the Bijenkorf Stores at Rotterdam, are most interesting in the use of 
lighting effects, of strips of bright colour, and of towers for 
advertisements."114
Although Dudok, the architect of the schools at Hilversum and of De Bijenkorf in 
Rotterdam, was not named in Costello's report, it is clear that his architecture was 
being discussed in this first reference in an Australian journal.
The first mention of Dudok by name was made in the Journal o f the Royal Victorian 
Institute o f Architects, January 1932, by Marcus Martin, who was reporting on his 
previous eleven months abroad, his architectural work in London, and his travels to 
Europe. First, Martin described the buildings that he liked in London; then he 
discussed European architecture, beginning with Holland, and the architecture of 
Dudok.
It is evident that Martin perceived Holland as an important location for the 
development of modem architecture. In his response to Holland's architectural 
developments he noted that it was a modem architecture, yet had preserved 
and continue to produce its own national characteristics. Martin approved of the way 
Dudok's architecture used brick, a traditional Dutch material. In particular, in Martin
114 Ibid.
207
noted that Dudok's architecture used different coloured bricks to produce elegant 
designs, and his enthusiasm for Dudok's brickwork is especially important in 
relation to the adoption of the brick by Australian architects in modem architecture 
of the 1930s:
"Holland is producing a modem Architecture of a decidedly national 
character; while not breaking away from tradition, the work is free from the 
artificiality and bad taste of the 19th century. In the work of Dudok, we find 
the characteristic use of face brickwork in beautiful shades of cream and 
buff, affording a simple and graceful expression, this, with the subtle use of 
bright, contrasting colours used for special features, doorways, etc. produces 
beautiful effects."115
The importance of colour to Dudok's architecture was also emphasised. The written 
descriptions of colours assume a particular importance, at a time when colour 
reproductions of overseas buildings were not published in Australian journals.
The second mention of Dudok in an Australian journal came six months later,
in a report by a New South Wales travelling scholar, Sydney Ancher, and published
in Architecture in July 1932. Ancher had travelled around Europe and visited
Holland with Frank Costello. For Costello this was his second visit to Holland.
Ancher's response was in general enthusiastic:
"I admire immensely the work of the Dutch architect, W.M. Dudok, who has 
done most of his work in Hilversum, a small town near Amsterdam. His 
schools, of which there must be almost a score, are certainly a joy to 
behold."116
The Hilversum Town Hall, the largest single building designed by Dudok, received 
the most coverage of his buildings in the Australian architectural journals.
115 Marcus Martin, MNotes on the Development o f Architecture on the Continent," Journal o f  the 
Royal Victorian Institute o f  Architects, January 1932, p. 173.
116 Sydney Ancher, "Report o f Travelling Scholars o f the Board o f  Architects o f  N.S.W.," 
Architecture, January 1932, p. 155.
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Australian architects certainly visited it and wrote about it. In many cases it
provided the focus for them to visit Hilversum; and it was the starting point for the
architects' and architectural students' tour of Hilversum. However, Sydney Ancher
did not share most other Australian travelling scholars' and architects admiration of
the Hilversum Town Hall. He found the materials and their colour lifeless and
uninspiring. He wrote this response to it in 1932, one years after its opening:
"I do not care for it, [Hilversum Town Hall] because the magnitude of this 
building of yellow bricks is such that nothing could possibly relieve it of its 
starkness, and the whole remains a stiff cardboard structure. Neither does 
Dudok desire to have his buildings mellowed by age, I understand; certainly 
his use of yellow bricks, with a glazed surface, should help him to achieve 
this object. Time alone will tell whether he has created a masterpiece, as 
many now consider, or unconsciously worked a style beyond its limits."117
De Bijenkorf, at Rotterdam, received considerable coverage in the Australian
journals. In general, it was well liked by Australian architects and frequently
mentioned by them. Graham A. MacDonnell, the travelling scholar for 1928,
mentioned it in his fifth report in 1932. Although impressed with its modem design
and planning he did not acknowledge Dudok as the architect.
"Neither London nor Paris has anything to compare with the immense 
department stores recently completed in Rotterdam, Amsterdam, and the 
Hague. They evidently belong to the same company, as they are all labelled 
"De Byekorf," [sic] and are similar in scale to the recently opened "Karstadt". 
stores in Berlin. The design of all these buildings is very modem and 
functional, both internally and externally, and the effect is very 
fine."118
De Bijenkorf, presented a recognisable modernist project. It was a strong individual 
building, and its style of architecture made a great contrast with the buildings 
surrounding it. Unlike Dudok's schools and housing at Hilversum, De Bijenkorf was 
not designed to be a complementary element of a town planning scheme. This was
117 Sydney Ancher, op. cit., p. 155.
118 Graham MacDonell, "Report o f Travelling Scholars o f the Board o f Architects o f New South 
Wales," Architecture, August 1932, pp. 158-159.
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essentially what attracted Australian architects to its modem form and bold use of 
modem materials. Its stark contrast with its traditional Dutch environment 
fascinated them, drawing their attention to the ’’modem”.
In its design and urban setting De Bijenkorf presented a modernist project that was 
very different to Dudok's public work at Hilversum [111. 17]. The admiration of 
Australian architects for both building styles indicated their willingness to accept the 
diversity of Dudok’s architecture. It also indicated their acceptance of different kinds 
of modernist projects in the Dutch environment, from socially based, well designed 
housing schemes and public buildings to large modem commercial projects.
Discussion o f Dudok's Architecture in the Australian Journals after 1932 
Discussion of Dudok's architecture in the Australian journals continued throughout 
the 1930s, still predominantly in the reports of the New South Wales travelling 
scholars which were published in Architecture. Dudok's public architecture at 
Hilversum provoked considerable discussion. While the Hilversum Town Hall was 
the most frequently discussed building, his schools and public housing also received 
comment. After the Hilversum Town Hall, Dudok's schools were the most popular 
of his works in the Australian journals. They provided Australian architects with a 
rich, coherent group of examples of the same building type, which could be studied 
in the one location. This was obviously an attraction to Australian architects 
travelling in Europe. Ancher responded more favourably to this group of buildings 
than he had to the Hilversum Town Hall, describing them as ”a joy to behold”.119 
Benjamin Stone also delighted in discovering this group of well designed schools by
1)9 Ibid.
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Dudok:
"... of which there seem a very great number for a town with 
the population of Hilversum ...far and away the finest I have seen 
anywhere."120
Of his private commissions, De Bijenkorf in Rotterdam received the most 
coverage by the Australian journals.
By the late 1930s, travelling architects/scholars had apparently assumed that 
Dudok’s architecture had already been sufficiently covered by previous writers.
From their reports it was evident that they considered Dudok's better known 
buildings, such as the Hilversum Town Hall, to be well established in the Australian 
architect's modernist vocabulary.
This assumption was demonstrated by the approach adopted by the travelling scholar 
Sydney Hirst, in his reports to the New South Wales Board of Architects of 1937 and 
1938. His 1937 report referred to the discussion of modem Dutch architecture, 
including Dudok's buildings, that had already taken place in Architecture. He chose 
not to discuss Dudok's architecture in detail, but briefly mentioned "the yellow brick 
architecture of Hilversum and the schools, most of which have been previously 
talked about".121 Furthermore, Hirst did not include "the great buildings of the 
1920-30 period" as this had already been done by his predecessors.122 Sydney Hirst, 
five years later, was greatly impressed with De Bijenkorf during his visit to 
Rotterdam in 1937. In his report in Architecture, he commented:
120 Benjamin Stone, "Board o f  Architects o f  New South Wales Report o f  Travelling Scholar," op. 
cit., p. 91.
121 Ibid.
122 Ibid.
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’’The most noticeable feature of this city is Dudok's De Bijenkorf. This 
enormous block is one of several magnificent buildings which line the 
central place of Rotterdam..”123
The discussion of Dudok's architecture in the professional journals was not reflected 
in the popular journals. Building made brief mention. However, the popular journals 
did indeed, publish articles on modem architecture.
Building featured the Hilversum Town Hall in its December 1937 volume. It had a 
report by Jack Hennessy on Dutch architecture, entitled "Jack F. Hennessy's 
Impressions of Dutch Architecture,” and combined this with an article on colour. 
This article on Dudok was unusual in the popular journals.
By 1938 Dudok's architecture, in particular the Town Hall, had already been well
documented in the Australian journals. Travelling scholar Walter Bunning
acknowledged this when he toured Hilversum in that year.124 His report commenced
with his admiration of the Town Hall:
"The town hall was the first building studied, and I can only add my paeans 
of praise to this masterpiece, which is the happiest solution to an architecture 
problem I have yet seen. The exterior masses beautifully from every 
viewpoint, and is excelled only by the interior.” 125
Discussion o f Dudok*s architecture in Australian Journals after 1950
Coverage of Dudok's architecture in Australian journals after 1950 was minimal.
One of the few articles to mention Dudok after 1950 was written by the architect 
Sydney Lucas, "Can We Learn from the Dutch," published in Architecture,
123
124
125
Sydney Hirst, op. cit., p. 155.
Walter Bunning, "Mainly European Architecture," July 1938, p. 163. 
Walter R. Bunning, op. cit., p. 163.
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April-June 1952, after his return from visiting Holland. It revisited a discussion
considerably debated in the 1930s. As for many of his professional colleagues who
had visited Holland during the previous twenty-five years, Hilversum and the
architecture of Dudok were the main enticements to travel to Holland. Writing about
the desired locations for travel Lucas commented:
"However, it was neither the lovely landscape nor the novelty of a colourful 
people that had brought us here, but rather the newer architecture of 
Amsterdam, Rotterdam, and, of course, the little town of Hilversum and the 
work of Dudok."126
He described a journey through the towns of Holland, citing Dudok's architecture as 
the reason for visiting Hilversum: "...however, it is the architecture of Dudok that 
attracts one to Hilversum, and his influence has greatly enhanced its beauty".127 
Lucas, like many writers previously, described the qualities of the Hilversum Town 
Hall as monumental, and depicted its condition after the German occupation of the 
during World War II to complete his article.
Photographs of Dudok's Architecture in the Australian Journals
Photographers o f Dudok's Architecture in the Australian Journals 
As with articles on overseas architecture in Australian architectural journals, it was 
often the case that photographs were republished from overseas. For example, 
Architecture, March 1938, published a photograph of Dudok's Vondelschool, 
Hilversum. This photograph had been previously published in the English 
Architects' Journal in May, 1936. In many instances, photographs accompanied the 
text and were used to illustrate the buildings discussed within it. However, in some 
cases the photographs were published as individual of a building or a specific
126 Sydney Lucas, "Can We Learn from the Dutch?," Architecture, April-June, 1952. p. 68.
127 Ibid.
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building detail. The photographers of Dudok’s architecture in many instances, were 
not professional photographers, but were architects and recent architectural 
graduates [Ills. 174,175,179].
Photographs of Dudok’s Architecture in the Australian Journals before 1932
Photographs of Dudok's architecture in an Australian architectural journal first 
appeared in Architecture, August 1930. It published three photographs of the interior 
and exterior of Dudok's schools, which were taken by the acclaimed English 
photographer Francis Yerbury. Dudok was acknowledged in their captions, but the 
names of the schools were not given.
Photographs of Dudok’s Architecture in the Australian Journals after 1932 
In the early to mid-1930s the photographs of Dudok's architecture published in 
Australian journals were generally by young Australian architects travelling in 
Holland. The later publication of photographs of Dudok's buildings was more 
selective. Photographs of details of Dudok’s architecture were also published in the 
Australian journals. Architecture published further photographs of Dudok's buildings 
through the remainder of the 1930s. In some instances, these were the same 
photographs which had been previously reproduced, for example Benjamin Thomas 
Stone photographs were published on several occasions [Ills. 174,177],
In May, 1935, Architecture published photographs of the Hilversum Town Hall to 
illustrate Benjamin Thomas Stone's report as a travelling scholar. These were 
photographs taken by Stone himself, not reproductions of professional photographs 
or reproductions from an overseas journal as was common during this period. These 
photographs were republished in the October volume of the same year to illustrate
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an article entitled "Some work of Dutch architects" which contained the text of 
Stone’s lecture.
In the following year, Architecture published a report of the lecture given by Frank 
Costello on his return to Australia after eight years travelling abroad, and this report 
was illustrated with his photographs. In addition there was a full page photograph of 
the front of the Hilversum Town Hall by Stone. This photograph of the Hilversum 
Town Hall, in comparison to Stone's photographs published in Architecture, May 
1935, was more thoughtfully framed and in sharper focus [111. 174], The only 
photograph in this report which was captioned stating the architect of the building 
was a "Kindergarten School at Hilversum, Architect Wm Dudok." [111. 176].128
By the early 1930s, examples of modernist photography were already appearing in
the Australian journals. Australian photographers were by this time aware of
modernist photography and reflected it in their practice. In an advertisement for
The Home in Art in Australia in 1928, the text reassuringly announced to its
prospective readers that modernism had reached Australia in all the arts.
"The wave of modernism which has flooded the intellectual centres of 
civilised countries has penetrated Australia. It is already perceptible in its 
arts, its music, its architecture, its household furniture and decoration, its
literature, its photography and its landscape gardening..."129
However, The Home was not the only journal to employ modem 
photography:
"Australian photographers also became aware of overseas trends through 
occasional reports in APR (Australian Photographic Review) and through 
Modem Photography published by Studio in 1931. Architectural, engineering
128 Frank Costello, "A Trip Through Holland," op. cit., p. 281.
129 Art in Australia, op. cit.
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and other trade journals which carried illustrations of industry and its 
products were another source of modem photo-imagery."130
The early photographs of Dudok's architecture in an Australian journal
were not examples o f the modem photography. Stone's four photographs o f the
Hilversum Town Hall, published in Architecture May 1935, adopted a descriptive
approach to the building.131 Two were exteriors, the administrative block with the
main office entrance [El. 171]132 and the "Lake Facade of the Ceremonial Block"
[111. 172]133 and an interior photograph o f "Ceremonial Entrance Vestibule"
[El. 1 7 3 ]134 and a detail external view o f "Ceremonial Approach". [111. 177]135 The
internal photograph was again reproduced at a larger size to accompany Stone’s
address to the N.S.W. Chapter "Highlights of Modem English, European and
American Architecture" two years later.136 It was evident by his
composition, framing, and lack of highlighting contrasts that he was aiming for
modernism. Furthermore, and possibly heightened by reproduction, the photographs
when published appeared to be out of focus and did not present the hard edged
silhouette required by a modernist photographic aesthetic.
Most notably, Architecture published in 1938 a full page dedicated to Dudok. It
contained only one photograph, a porthole window from one of Dudok's
schools and it was captioned "Dudok Window, Hilversum" [111. 170],137 The
layout of the page gave prominence to the photograph and, in so doing, to its subject
matter. The photograph was placed centrally but occupied only about a quarter of
130 Anne-Marie Willis, Picturing Australia (Sydney: Hale and Iremonger, 1989), p. 156.
131 Benjamin Stone, "Board o f  Architects o f  N ew  South Wales: Report o f  Travelling Scholar," op. 
cit., pp. 90 -94.
132 Ibid. p. 90.
133 Ibid. p. 93.
134 Ibid. p. 90.
135 Ibid. p. 94.
136 Benjamin Stone, "Highlights o f  Modem English, European and American Architecture," op. cit., 
pp. 171-178.
137 "Dudok Window: Hilversum," Photographer: Sydney Hirst, Architecture, July 1938, p. 132.
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the page, with a considerable amount of white space around it. This photograph and 
the page layout did indeed use a modernist aesthetic, with its detailed view and 
emphasis on pure geometric form. Photographs were often presented to support 
modernism. In the previous sections of this chapter, text and photography were 
discussed as separate entities. However, in some instances, the combination of the 
two the conveyed a single message. In this way the presentation of the Dudok 
window was also a presentation of modernism. Another modernist photograph of a 
Dudok building was published in Architecture July 1938 to accompany the report by 
A.H. Mack, a travelling scholar. It was a photograph of the North Cemetery, 
Hilversum and was captioned "The Crematorium" [III. 179]. 138 Its composition was 
modem, with a close up view of the building, but showing little context of the site. 
The detail of the suspended walkway gave a sense of the brickwork.
As already explained, colour was a significant design element of Dudok's 
architecture. Yet most photography at this time was black and white. The dilemma 
this presented for the task of representing Dudok's architecture has already been 
emphasised. However, the modem photograph deployed black and white 
photography; and this was essentially congruent with modernist photographic 
theory.
"...until recently, the theory persisted that black-and-white film was 
somehow more honest, more aesthetically proper, than colour film."139
Film stock is itself a limited medium and cannot record the range of tones that can
be discerned by the human eye. At its most extreme, only black and white will be
seen and film will represent all shades in between as one or the other:
138 "The Crematorium by D u d o k i n  A.H. Mack, "Report o f a Travelling Scholar," Architecture,
July 1938, p. 174.
139 James Monaco, How to read a Film: The Art, Technology, Language, History and Theory of 
Film and Media (New York: Oxford University Press, 1991), p. 93.
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"When we speak of'black -and-white,' we are really not talking about a two 
colour system, but rather about an image deprived entirely of colour values. 
What remains in the so called 'black-and-white pictures are the related 
variables of contrast and tone: ’ "14°
The aim of using photographs of Dudok's buildings was not to set an agenda for 
modernism. Like the text concerned with Dudok, photographs of Dudok's buildings 
occurred predominantly in the professional journals. Architecture published a 
greater number of these than the other journals.
Photographs of Dudok's buildings began to appear more frequently in the Australian 
architectural journals in the mid-1930s. This was several years later than the 
presentation in text of Dudok’s architecture. Therefore, the understanding of his 
architecture through photographs occurred generally later than the understanding 
obtained from the text in Australian journals.
Photographs of Dudok's Architecture in the Australian Journals after 1950
There were no photographs of Dudok’s architecture in the Australian Journals after 
1950.
The Representation Of Dudok's Architecture As Modern In The Australian 
Journals
It is pertinent to consider how Dudok’s architecture was represented in 
Australian journals, whether it was perceived as modem, and how the writers 
and photographers related his work in relation to the debate around modernism.
140 Ibid. p. 95.
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Australian architects visited Dudok's buildings because they considered them to be 
modem. The manner in which they disseminated information about the modem 
was primarily through descriptions and photographs of the built form. When they 
discussed Dudok's modem architecture they emphasised the following elements: his 
massing, his details, his use of colour, and his use of materials. They also discussed 
Dudok's buildings in relation to their place in the built urban environment. In 
general, Australian architects did not demonstrate a desire to relate Dudok's 
architecture to modernist theory, nor did they discuss his buildings in terms of a 
social environment.
Australian architects who travelled to Holland to see Dudok's architecture went
there to see "modem" architecture. This was what interested them. Benjamin Stone 
travelled from England, where he was working as an architect, in 1933 during a lean
period, to Germany and Holland to see "modem" architecture.141 For Stone, the 
architecture of Dudok was a grand finale of the tour and he saw Dudok as the leader
of modem Dutch architecture:
"I can imagine nothing finer than to visit Hilversum, Dudok, certainly the 
leader of modem architectural thought in Holland and as truly advanced as 
anyone in Europe, is the Municipal Architect and what wonderful things he 
has done there."142
Ewen Laird, in an address to Victorian architecture students, reported in the Student
Section of the Journal o f the Royal Victorian Institute o f Architects, distinguished
between the modernism of Germany, which he saw as purely functionalist, and the
more romantic and individual work of Dudok:
"There was no romance...in Germany- pure functionalism under 
Professor Gropius, of Dessau - but plenty of it in the Dutch school led by
141
142
Benjamin T. Stone, op. cit., p. 91. 
Ibid.
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Dudok."143
In this same lecture he highlighted the significance of Hilversum:
"To return to Hilversum, where almost every other building can well be 
termed 'modem' we first visited the well known Town Hall, designed by 
Dudok...",44
In his concluding paragraph to this report, he made a telling observation about the
acceptance of modem architecture by the Dutch community. It can be assumed
that Laird approved of this admiration of modem architecture which was unlike the
attitudes he had encountered in England. No doubt the acceptance by the Dutch
community of modem architecture would have facilitated the acceptance of Dutch
modem architecture by outsiders. Laird remarked,
"It is interesting to note that the Dutch are very proud of their modem 
buildings. In England, the general feeling is usually far from that of 
admiration."145
Representations of the Built Form of Dudok's Architecture in the Australian 
Journals
The manner in which the built form of Dudok's buildings was represented in 
Australian journals is discussed under the same headings used throughout the thesis: 
site planning, planning, massing, whole/detail, solidity/transparency, materials, and 
colour.
Site Planning
There was little comment by Australian architects concerning the siting of Dudok's 
buildings on a specific site, rather they commented on elements of the site planning 
such as the landscaping and within that particular element Dudok's use of colour.
143 Ewen Laird, Journal of the Royal Victorian Institute o f Architects, June 1935, p. 42.
144 Ibid.
145 Ibid.
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One of Dudok’s schools at Hilversum was described by Jack Hennessy in 1937 in
Building in terms of its abundant landscaping, which he considered made a great
contrast with the asphalt environment of Australian schools:
"Rarely if ever would one find a school so abundantly foliaged as this. Our 
tendency is to cut down the near-by sheltering trees to expose children to the 
harsh rigours of the sun, and to starve their souls of beauty that gardens 
provide, we never give them anything better than an asphalt pavement."146
Hennessy praised the colour scheme of the garden of the Hilversum Town Hall, 
"surmounting all this are blazes of foliage." Two of the three photographs he 
included on the first page of his article were of the garden and foliage at Hilversum. 
The access to Hilversum Town Hall, the flowerbeds and blaze of foliage were also 
praised in 1938 by A.H. Mack :
"...a building that is set in charming surroundings where bank after bank of 
flower- beds and bushes encircle it, where there is ample grassy space from 
which to view it, and a fine reflecting pool in the front."147
Benjamin Stone also observed the use of colourful foliage in Dudok's school sites:
"...planned in gardens which seem almost - with the aid of flower-boxes and 
the like- to creep into the classrooms..."148
One attraction of Dudok's buildings for Australian architects was their sympathetic
design to the surrounding built environment. Sydney Hirst noted the difference
between De Bijenkorf, Rotterdam and its neighbouring buildings, citing Dudok's use
of colour and form as the contributing reasons for the striking contrast. Nevertheless
he believed that this was appropriate to the commercial function of the new
department store.
"The yellow bricks - black, gold and white tiles and plate glass of which it is 
built are in contrast, excluding the design factor entirely, with all its
146 JackF. Hennessy, op. cit., p. 133.
147 A H. Mack, op. cit., p. 171.
I4* Benjamin Stone, "Board o f Architects o f New South Wales Report o f  Travelling Scholar," op. 
cit., p. 91.
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neighbouring buildings. The contrast is modified by the fact that the building 
stands on what is virtually an island site and commercialism, I think, 
justifies the rest.”149
Architectural Planning
The planning of overseas buildings was not discussed or illustrated in great 
detail during the 1930s and 1940s in the Australian journals, although this was not 
the case with American journals.150 The treatment of Dudok's buildings was no 
exception to this, there were no reproductions of his plans in the Australian journals. 
Australian architects accounts reflected a greater concern with the exterior of the 
buildings than with their planning. This might have been due to the fact that, in 
general, Australian architects did not have access to the interiors. A notable 
exception was Walter Bunning's account of the planning of Hilversum Town 
Hall:
"...[when] analysing the plan several principles are noticeable about Dudok's 
architecture. A very open character and flexibility of management 
was produced by the use of curtains instead of walls or screens. When some 
definite disconnection from architectural space is necessary he used walls of 
glass with white net curtains to keep out the sun."151
Massing
Dudok's massing was highly influential on many Australian modem buildings. In 
particular, it is evident that the Hilversum Town Hall provided the model for the 
massing of several modem buildings in Australia. Walter Bunning was very taken 
with this aspect of the Hilversum Town Hall when he visited it in 1938. In 
Architecture he recorded his observations of the building and how the massing 
worked from all directions. He liked the result and especially for him the fact that
149 Sydney Hirst, "A Travelling Scholar's Report," op. cit. p.155.
150 Architectural Forum published scaled plans o f buildings; including the Hilversum Town HalL, in 
April 1932, pp. 325-326.
151 Walter Bunning, op. cit. p. 163.
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the massing was successful from all viewpoints.152 Two years later also in 
Architecture he included the massing of De Bijenkorf in his praise of the building: 
"a study in directional massing, colour and materials'1.153
Details/Whole
Dudok developed a series of details which were evident in his buildings and became 
recognised as characteristics of his architecture. These details were perceived as 
"modern details", and Dudok's influence on Australian architecture can be seen 
clearly through the range of their adoption by Australian architects. Their presence 
in Australian modem architecture is discussed in Chapter Seven. Some elements, 
such as his window details, were documented by photographs rather than text in 
Australian journals as the modernist photograph was ideal for the publication of 
details.
As early as 1932 Frank Costello acknowledged that Dudok's detailing would exert
more influence on architecture than his style:
" I do not think they [de Kerk and Dudok] will ever be called creators of a 
style, but they have been, and are, enormous influences in the present-day 
architecture of the world. The study of their work leads one to realize how 
important is every detail of a building. Not a single utilitarian feature is 
allowed to pass without being seized upon and made to do the double 
function of practical and aesthetic service."154
Sol idity/Transparency
The solidity of the massing of Dudok's architecture was highly influential. Apart 
from de Bijenkorf, little was mentioned in the Australian journals about Dudok's use
152 Ibid.
153 Walter Banning. "Colour and Architecture, " Architecture, April 1949, pp.. 67-72.
134 Frank Costello, "Board o f Architects o f N. S. W. : Report of Travelling Scholars," Architecture,
M y 1932, p. 159.
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of transparency. A. H. Mack, a travelling scholar made this observation:
"There will also be seen an illustration of a small residence set in well-kept 
grounds which is worthy of mention for its interesting proportion of solid 
wall and window.”155
Materials
Dudok's confidence in the handling of materials was recognised and admired by 
Australian architects. They delighted in the diversity and elegance of his brickwork. 
The Hilversum Town Hall has become an icon of modem monumentality in 
brickwork and in the 1930s it was already receiving attention for this reason.
Travelling scholar Sydney Hirst noted Dudok’s skilful handling of materials in 1933.
He made an interesting comparison between Berlage’s Municipal Museum in the
Hague, 1919-1920 and 1928-1935, and Dudok's architecture. Berlage was much
respected by architects, partly from his use of materials, and structure. The
Municipal Museum at The Hague was a modem building whose design
module was based on the brick. Yet Hirst argued that the massing of this building
was not as successful in its massing as Dudok's work was in brick.
"The last work he [Berlage] was engaged on was the Hague Museum, a most 
curious conglomeration of cubes, not extremely happy in its massing, nor 
with the sure touch in use of materials that marks Dudok's work, for 
example."156
The essential material of Dudok's architecture was his brick. Architects in Australia
were fortunate to receive detailed descriptions of his brickwork, even including the
size of the "Dudok" brick. A.H. Mack supplied the dimensions, "the bricks used are
of a beautiful, honey coloured textured, 7 in. x 4 1/2 in. x 1 3/4in [175mm. x
112mm. x 54mm.], narrow strips with wide 3/4 in. [18mm. ] joints deeply raked."157 
155 A.H. Mack, op. cit., p. 172.
li6 Sydney Hirst, "Travelling Scholars Report," Architecture, December 1933, p. 158.
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This was published in 1938 by which time many modem Dudok influenced 
buildings had been built in Australia. Jack Hennessy in his article on the Hilversum 
Town Hall gave a different size,
"The bricks employed are 9 inch, x 2 1/4 inch [230 mm x 58 mm] with 1/4 
inch [6 mm ] joints in the same colour... "158
However, architects did not have to rely on information from travellers, a sketch of a
"Dudok Brick" published in Architecture gave dimensions.
The vast areas of large sheets of plate glass in the De Bijenkorf at Rotterdam
created a site that celebrated modem materials. To one Australian architect its
brilliance came from Dudok's use of glass as a signal for the site.
"...no-one can pass within a quarter of a mile of it and not have his eye 
attracted by its enormous yellow shaft or its vast areas of glass."159
Colour
Australian architects were impressed by the colour of Dudok's architecture. Colour 
reproductions were not available at the time, and therefore restricted the kind of 
understanding that could be conveyed to contemporaries about the buildings. 
Accordingly, the verbal descriptions of the colour assumed an important role [111. 
178]. Sydney Ancher made this point in part of his report in Architecture, July 
1932:
"No illustration could possibly do justice to these buildings, as colour plays 
so important a part in their design."160
This belief in the importance of colour to Dutch architecture, and the difficulty of 
conveying this by verbal descriptions or black and white photographs is also
157 AH. Mack, op. cit., p. 171.
1,8 Jack F. Hennessy, op. cit., p. 32.
159 Sydney Hirst, op. cit., p. 155.
160 Sydney Ancher, op. cit., p. 155.
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brought out in the report by A.H. Mack when he summed up the architecture of 
Hilversum:
'’Unfortunately, the effect cannot be really appreciated in black and white 
photography, a fact which we regret frequently in Holland where colour 
plays such an all important part in architecture.”161
The colour employed externally by Dudok displayed connections to the De Stijl use
of the primary colours red, blue and yellow. The colour of the brickwork of the
Hilversum Town Hall was represented differently by Australian architects. It was
described as "yellow”, by those who were commenting on its strong external colour
scheme; for example, Ancher referred to the "yellow bricks” of the Hil versum Town
Hall. Other Australian architects, like Marcus Martin, presented a more restrained
image of the colour of Dudok's brickwork:
"In the work of Dudok, we find the characteristic use of face brickwork in 
beautiful shades of cream and buff, affording a simple and graceful
expression...”162
However, Martin also acknowledged that Dudok used complex colour schemes and
often highlighted details in bright colours to contrast with the general "simple and
graceful” main colour to produce successful colour schemes:
"...this, [cream brickwork] with the subtle use of bright, contrasting colours 
used for special features, doorways, etc., produces beautiful effects.”163
Sydney Hirst also was impressed with the colours of the Hilversum Town Hall.
However, he was more taken with the colours of the interior, which he wished to
record and study:
"In order to get the atmosphere and feeling of the work [Hilversum Town 
Hall] I obtained permission to make some colour studies of the interior. 
These I thought would be of far more use than sketches of the exterior. With
161 A.H. Mack, op. cit., p. 172.
162 Marcus Martin, op. cit. p. 173.
163 Ibid.
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them, I endeavoured to record colour values as correctly as possible, for the 
effects are very largely dependent on them. ' ’ 164
The colours of the interior chambers held particular significance for Dudok.
Hirst was one of the few Australian architects to realise this significance and to 
complete a detailed study of them.
"A brilliancy which is most attractive to me is sometimes scoffed at by those 
with other tastes, but masses of whites and very light cream and grey colours 
call for small areas of intense reds, greens, and blue-greens as an antidote to 
relieve dullness; but the whole matter depends so much upon personal 
reaction that dogmatic opinions are useless...
In the audience chamber the charming effect gained by the use of gold tiles 
on columns and window reveals is enhanced by blue-green carpet of the 
floor. In the principal marriage room ...the use of vermilion in a set of 
six high backed chairs added a colour note to the light tones of white 
marble and oak furnishing. ” 165
The rich, striking colour scheme used for De Bijenkorf in Rotterdam was one of its 
notable features. Hirst made reference to this, noting Dudok's use of contrast 
between the ’’yellow” bricks and black, white and gold tiles. 166
Jack Hennessy was impressed with the general use of primary colours in the 
Netherlands, and in particular liked the De Stijl colour scheme used on the 
Hilversum Town Hall. He gave a full colour description of the materials,
’’The bricks ... are of golden cream. At the main entrance the walls blend 
from maroon red to Dutch tile gold, and these, with an abundance of relief in 
sky blues and golds, with red golds in the comer off sets to the tower to 
produce absolute shadows make a charming colour composition. Masses of 
flowers in boxes along rooflines and from window boxes creep down the 
walls, as well as up the walls from the garden beds. The interiors are in 
pastel shades, each room being differently treated, in greens, pinks, blues 
and mauves. ” 167
164 Sydney Hirst, op. cit., p. 159.
165 Ibid.
166 Ibid.
167 Jack Hennessy, "Town Hall Hilversum," op. cit. p.32
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In Building in 1937 he wrote:
"Our tendency is to copy line,...but in Holland the desideratum is for a 
colour ensemble. In this [Hilversum Town Hall] building the awnings are a 
distinct red strip against a blue or orange and the colours are picked up in all 
the windows. The walls are of a golden cream brick."168
He described the richness of the interior colour scheme:
"... the floors are in maroon with gold tiles and blue inlays: the walls are in 
golden coloured bricks with red strips."169
Hennessy made an acute observation about the differences he believed to 
exist between Australian and Dutch architects in their approach to form and 
composition:
"The Dutch understand the composition of colour and treat their buildings 
in primary colours and use them with the same consideration as we use our 
lines, void and solid."170
Dudok in fact used both colour and line, void and solid. Hennessy made further
comments on the colour scheme of a school:
"In this school the roof and walls are in oranges and chromes, the eaves are 
in primary colours with a few mauves to commingle with the reds and
blues."171
BOOKS
Books were not a wide source of information on Dudok for Australian architects.
As has been demonstrated in the preceding pages, Australian architects came to
know about Dudok from text and photographs in both the Australian and overseas
journals. However, books on modem architecture which were available in Australia
and were read by some Australian architects, for example, Samuel Lipson amongst
168 Ibid. p. 33.
,69 Ibid.
170 Jack Hennessy, 'The Employment of Colour in Modem Architecture," Building, December, 
1937, p. 33. The captions to the black and white photographs described Dudok's colour schemes 
Ibid.171
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other books, read Raymond McGrath's Houses o f the Twentieth Century and 
Horizons by Norman Bel Geddes. 172 Some books specifically on modem Dutch 
architecture which were available in Australia included Modern Dutch 
Architecture, by J. G. Wattjes, and the series Moderne Bouwkunst in Nederlands. 173 
Volumes in the latter were owned by architects in Australia including Leslie 
Wilkinson and John D. Moore. 174
It has been claimed that a Dudok book was the source of inspiration for work done 
in the design office o f the NSW Public Works Department. 175 Brian Mowbray, an 
architect who had worked in the Public Works Department o f New South Wales, 
claimed that his interest in Dudok arose during his time there, and also from a book 
on Dudok which was a popular reference. He recalled "I had an interest in Dudok 
because the Design Room had a great book o f Dudok's over which they were always
176poring .
17: Copies of both books now owned by Roy Lumby, Architect, Sydney. They have signature, date 
and pencil underlining of selected parts of the text in them. Raymond McGrath, Twentieth 
Century Houses (London: Faber & Faber, 1934); Norman Bel Geddes, Horizons (London: John 
Lane The Bodley Head Ltd., 1934).
173 Copies were owned by both Leslie Wilkinson and John D. Moore.
174 John D. Moore’s copy held Faculty of Architecture library, University of Sydney, Leslie 
Wilkinson's copy with the inscription, "University 1935", held C.Hardwick.
175 Paul-Alan Johnson and Susan Lome- Johnson (eds), op. cit., Vol. 2. p. 7. Johnson in an interview 
with Stanley Brandon, asks "Q: We have heard that the people in the Design Room at that time 
were interested in the work of Dudok, the Dutch Architect, and that there were books of his 
work around." Brandon responded that he did not know anything about that since he was not 
involved in design. Johnson does not indicate the years when this occurred. It is highly unlikely 
that there were books on Dudok, more likely a copy or copies of Wendingen. In another 
interview by Paul-Alan Johnson with Brian Mowbray he further elaborated about the book. He 
gave a description of it as best as he could remember. "A large volume, but I don't remember the 
details. It contained illustrations of Dudok's work of course- municipal and other buildings- all in 
clean and bold massing, largely brickwork. This description supports the possibility of 
Wendingen, p. 99.
176 Paul-Alan Johnson and Susan Lome -Johnson (eds ), op. cit., Vol. 2. pp. 98-99.
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Today the Public Works Department in Sydney has Dudok: A Collection o f his 
Works 1936 in its library collection. It is highly likely that this was indeed the book 
or one of the books referred to by Mowbray. In fact, the 'book' is comprised of issues 
of Wendingen which were bound as a book.'77 According to the recollection of 
Charles Weatherbum, who also worked in the Public Works Department at this 
same time, the book belonged to Harry Rembert.178
Sydney architect Richard Little, after learning about Dudok's architecture from a 
book on Dudok, went to Hilversum in 1959 especially to look at Dudok's buildings. 
He liked Dudok's architecture. However, on actually visiting some of his buildings, 
he was disappointed and thought that they did not meet Australian building 
standards. He opined,
"...the style was not the style I had been thinking it was.... it was not finished 
properly. Over there they seemed to put up with things we wouldn't condone 
for one minute. For instance, with tiles, there would be leaks in the ridge...179
ARCHITECTURAL EDUCATION
A change in architectural training occurred in the 1920s. Architecture departments 
had been established in the preceding decade at Melbourne and Sydney Universities. 
In Western Australia there was no formal architectural eduction until 1945. 
Technical colleges mainly supplemented the articled pupillage system which was 
still the most common form of training at this time. In the 1920s and 1930s 
Architectural Education generally followed the Beaux-Arts philosophy of
177 Sydney University also has a copy o f the same Wendingen publication, held in the Architecture 
Library and catalogued under the title Dudok. Sydney Technical College also had a copy o f the 
same Wendingen issues now held in the University o f New South Wales collection catalogued 
under Dudok: Work o f the architect W. M. Dudok. It also had copies o f Wendingen: M. de Klerk, 
1924, J.F. Staal 1929 and the Architecture and Plan fo r  Amsterdam, 1929, now also held in the 
University of New Siuth Wales Library.
i7K Interview with Charles Weatherbum, by C. Hardwick, Sydney, September 1996.
Paul-Alan Johnson and Susan Lome-Johnson (eds ), op. cit., Vol. 2. p. 88.179
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architectural training. The Architectural Atelier at the University of Melbourne, 
which was established in 1919, in the late 1920s was the first institution to break 
away from this traditional approach to design teaching. Robin Boyd, in The New 
Architecture, claimed that modem design was not taught in the architectural schools 
until after 1945:
"So late was 20th century design coming to Australia, it was not taught or 
accepted in the schools of architecture as a general rule until after World 
War II - long after most of the best established architects now in practice 
finished their training. Thus today's most important buildings, and practically 
all big important buildings are designed in large offices under the control of 
men who were not trained in the modem idiom but who changed from a 
traditional approach to Modernism, from pillars to posts, in middle 
professional life. Under these circumstances one should not expect to find 
impassioned and single minded conviction in their work, or revolutionary 
scepticism against the classical rules - such as rules of proportion, of focal 
interest, of balance, contrast and repose."180
However, it was also Boyd who acknowledged Robert Haddon's revolutionary
teaching at Melbourne Technical College in Melbourne between 1900 and 1910,
when he widely disseminated theories about truth to materials and lack of
i o  iornament.
Dudok's Presence in Architectural Teaching in Australia
Sydney Technical College
Some Australian architecture students did learn or at least hear about Dudok during 
their formal education in Australia. Felix Taverner was a student at Sydney 
Technical College, receiving his Diploma in Architecture in 1938. His memories 
were similar to those of Geoffrey Mewton. He claimed that Dudok was the most 
popular architect with students at Sydney Technical College during his course time 
and "the Hilversum Town Hall was the greatest building we had seen in those
180 Robin Boyd, The New Architecture (Melbourne: Longmans, 1963), p. 4.
181 Robin Boyd, Australia's Home (Melbourne: Penguin, 1968), p. 79.
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days”.182
The Diploma in Architecture that Sydney Technical College offered in the 1930s
was based on the Beaux-Arts approach.183 Sydney Ancher studied at Sydney
Technical College for discontinuous periods between 1924 and 1929, and described
the essence of his education as classical:
"The present system trains architects to design in a style which is generally 
classic in ideal: this style usually, but not always, avoids classical 
mouldings, cornices and the Orders, and is mostly free from historical 
precedent. It accepts the freedom of steel construction, but it never considers 
the expression o f structure as more than a minor factor. It believes in a great 
restraint in the use of architectural ornament, but it approves wholeheartedly 
richness of decoration in well-placed sculpture and the lavish treatment of 
metal grilles, window and door frames, and other minor features. Usually it 
seeks for axial symmetry and definite monumentality of effect."184
Subjects taught were drawing, with an emphasis on historical styles and geometry, 
architectural history and design and construction.185 Harold Smith, who attended 
Sydney Technical College in the late 1920s summed up the teaching of the course: 
"Banister Fletcher was the Bible."186 This succinct statement applied to most 
architectural training during this period. Architects were required to know and 
reproduce historical styles. Banister Fletcher's History o f  Architecture on the
Comparative Method,187 the text book used at Sydney Technical College, provided a
182 Paul-Alan Johnson and Susan Lome-Johnson (eds), op. cit., Vol. 2, p. 128. Interview with Felix 
Taverner, June 1994.
185 The Diploma course at Sydney Technical College was a five year evening study course and on 
successful completion students were entitled to registration as architects in N S W. Admission to 
the course was restricted to people who were actually engaged in architectural work and the daily 
contact with the profession was seen as most essential.
184 Sydney Ancher, "Educating the Architect of Tomorrow," Architecture, Vol. 27, 1938, p. 121.
185 Sydney Technical College, Sydney Technical College Handbook and Syllabi 1930 -1940 
(Sydney: Government Printer, 1930 - 1940).
86 Interview with Harold Smith by C. Hardwick, Sydney, October 1996. Bannister Fletcher, op. cit. 
was on the textbook list for "Styles of Architecture," throughout the period, 1930 to 1955. 
Technical Education Branch. Department of Education, Handbook: Sydney Technical College: 
Branch Technical Colleges: Trades Schools: 1930 (Sydney: Government Printer, 1930)
187 Banister Fletcher, History o f Architecture on the Comparative Method (London: B.T. Batsford) 
The first edition was in 1896 with many reprints and editions. For this study relevant reprints are
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thorough analysis of styles accompanied by photographs and architectural drawings. 
Smith believed that as a reaction to this historicist approach to teaching, students 
were enthusiastic about any architecture that was ’’new and different”. Modem 
architecture therefore had great appeal to students, who did receive some training in 
it from the mid-1930s in fourth year architectural design. Students were taught about 
American architecture, including "the influence of R. M. Hunt and H. H.
Richardson; style in recent architecture and commercial buildings."188 The solutions 
to a given problem of some students projects demonstrated their interest in and 
understanding of modem architecture. This was evident in an exhibition of students' 
projects for 1939/1940. Some of their projects display an influence of Dudok. For 
example, the design proposal for a College of Fine Arts by R. H. Watts includes a 
number of Dudok details.189 The dominant horizontal massing is highlighted by a 
vertical element of the stairwell with a long central thin window. Most interesting is 
the half circular rounded arch walkway, very reminiscent of the circular entrance to 
Dudok's Vondel School.
Frank Costello, who was very taken with Dudok and whose later buildings 
demonstrate this, taught at Sydney Technical College. He became a lecturer at 
Sydney Technical College in 1937, and in 1938 was appointed Head Lecturer in 
Town Planning. He would have, no doubt, enlightened students about Dudok. 
Costello was especially remembered by Leslie Morris, a Sydney architect who 
attended Sydney Technical College in the late 1930s and early 1940s, for his lessons
in 1920, 1929, and 1940. The first edition had 100 illustrations by the sixteenth in 1954 there 
were over 4000. Sir Banister Fletcher was president o f  the R.I.B. A. from 1929 to 1931.
1X8 Sydney Technical College, Sydney Technical College Handbook and Syllabi 1938 (Sydney: 
Government Printer, 1938). p. 18.
1X9 Year Book Sydney Technical College 1940 "Department o f Architecture 1939" (Sydney. Sydney 
Technical College, 1940), n.p.
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on colour.190
University o f Sydney
The course at the University of Sydney was based on the Beaux-Arts approach to 
teaching.191 Peter Priestley, who was a student there from 1932 to 1937, recalled 
that little was taught about either modem buildings or teaching based on modem 
principles.
"The attitude was that architecture was a gentlemen's profession to be 
practised by gentlemen for gentlemen. Such things as function and building 
construction were largely irrelevant."192
The course at Sydney University changed little over the years 1920 to 1937.
Construction and planning were in fact taught, although the emphasis attached to
these subjects is difficult to ascertain from subject outlines. Certainly the approach
favoured an understanding o f past styles. Architectural Design taught by Professor
Wilkinson dealt with principles of planning and composition, the treatment of
materials and the design o f ornament.193 Of particular note is the two new texts
which were added to the reference list in 1936, Rees’s Plan Requirements o f Modern
Buildings and Sir John Burnet, Tait and Lome, Information Book and Information
S h e e t s These last two references no doubt added to the influence that this English
architectural practice exerted on Australian architects in the 1930s.
190 Interview with Leslie Morris recalled the teaching of Frank Costello at Sydney Technical 
College: "1 have kept my notes from my Technical College lectures. Frank Costello was a very 
good lecturer." Paul-Alan Johnson and Susan Lome-Johnson (eds), op. cit., Vol. 3, p. 131.
191 The Fisher Library at the University o f Sydney has a copy o f Ecole Nationale Supérieure Des 
Beaux-Arts: Les Concours d'Architecture de L'Annee Scolaire 1933-1934 (Paris: Vincent, Freal 
& Cie, 1934) There are no markings on the book indicating whether it was used by the 
Architecture School, however, the book is pencilled (possibly as an ascension date) 1934.
192 Paul-Alan Johnson and Susan Lome-Johnson (eds ), op. cit., Vol. 1, p. 126. Interview with Peter 
Priestley, 1991.
193 Calendar o f  the University o f  Sydney fo r  the Year o f  1926 (Sydney. Angus and Robertson,
1926) p. 330. This subject outline remained the same until 1940.
194 Calendar o f  the University o f  Sydney fo r  the Year o f  1936 (Sydney: Angus and Robertson,
1936) p. 380. This subject outline remained the same until 1940. See Calendar o f  the University 
o f  Sydney for Burnet reference, 1937, p. 991, 1938, p. 1021 1939, p. 1071.
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In the subject History of Architectural Development the first two years were devoted
to the study of ancient and medieval architecture. However, the third year studied
from the Renaissance to modem times. The reason for this was in the "third year the
subject is thoroughly discussed with a view to discovering the helpful lessons which
the work of the past offers in the solution of modem problems."193 Priestley
reinforced the premise that it was indeed from their own self education that
architectural students knew about Dudok, the Bauhaus, and modernism: "The
students knew all about it anyway, or were at least following it".196 On the
importance of the Bauhaus, he commented,
"Well, the Bauhaus was founded in 1919 and it had a great influence on the 
development of twentieth century architecture but it wasn't mentioned during 
our course."197
Melbourne University Architectural Atelier
"It has become apparent from the Atelier designs of 1927 and 1928 that 
students of the late twenties were becoming aware of the modem 
movement."198
The Architectural Atelier at the University of Melbourne adopted a different 
approach to that of other institutions in its teaching of architectural design. Leighton 
Irwin became director there following Rodney Alsop who had been the first director 
from 1921 to 1925. It had more informal teaching methods and students were able to 
discuss openly the current architecture of Australia and overseas. Later, under the 
directorship of Roy Grounds, the dissemination of and support for modem 
architecture became its main focus. From 1937, Bauhaus principles of design
195 Ibid. p. 331. This subject outline also remained unchanged until 1940. Interestingly, Sir Banister 
Fletcher, The History o f Architecture on the Comparative Method (London: B.T. Batsford) was 
not on the reference lists.
196 Paul-Alan Johnson and Susan Lome-Johnson (eds.), op. dtp .  126.
197 Ibid.
198 Miles Lewis, "Architectural Education at the University o f Melbourne" (Melbourne: Faculty o f  
Architecture, University of Melbourne, c. 1979), Typewritten report.
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teaching were followed. During the period 1934 to 1936 students were made aware 
of Dudok. Norman Seabrook, one of Melbourne's main exponents of modernism and 
one who adopted Dudok as a model, was a design instructor at the Atelier for this 
period. Many of its graduates became contributors to modem architecture in 
Australia later on, in their practice.
Most of the students worked during the day and studied at night.199 Mary Turner
Shaw recalled that there were many discussions about modem architecture in
Europe amongst the students at the night classes, and that students shared with each
other in an informal way their latest knowledge about architecture. Shaw cannot
recall that there were specific lectures about modem architecture.200 A student at the
Atelier recalled the freedom they had when it came to solving design problems:
"If we had a subject like a school, [Leighton Irwin] would give a short talk 
on schools. One thing I'll always remember and this was at the time of the 
early modem movement, the Bauhaus movement, was that flat roofs gave 
you a certain freedom. I'm talking about houses and schools and so on. We 
felt a sort of freedom because you could do almost anything and put a flat 
roof on it. . .My final design thesis was a bit Dudokish, if you know what I 
mean... my design was in brickwork."201
The competition for the building design section of the Robert and Ada Travelling 
Scholarship in 1934 was for the design of a town hall. One of the entries clearly 
demonstrated an influence of the Hilversum Town Hall in its solution. Horace J. 
Tribe presented a scheme which displayed strong horizontal massing with
199 The course in Architectural Design was divided into three parts, taken in successive years, chiefly 
in the Atelier of the School of Architecture. "The official working periods o f the Atelier are on 
Monday, Tuesday, Wednesday and Thursday of each week during term, from 7pm to 9pm; 
Tuesday and Thursday nights being devoted to Architectural Design, and Monday and 
Wednesday nights to Free Drawing." Calendar of the University o f Melbourne, 1939 
(Melbourne: University of Melbourne, 1938) p. 533.
200 Interview with Mary Turner Shaw by C. Hardwick, Melbourne, August 1989
2)1 Felix Taverner interview in Paul-Alan Johnson and Susan Lome-Johnson (eds ), op. cit., pp. 
129-133.
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interlocked rectilinear forms and a dominant vertical element of the clock tower, all 
in a manner reminiscent of Dudok's architecture [III 129].
Gordon Institute o f Technology, Geelong, Victoria
The Gordon Institute of Technology in Geelong also trained students along Beaux 
Arts principles. Despite this rigorous classical education several architects after 
subsequent exposure to modem architecture in Europe became ardent supporters of 
it. These included Ewen Laird, Max Deans and Arthur Baldwinson. Robin Boyd, in 
Victorian Modern One Hundred and Eleven Years o f Modern Architecture in 
Victoria in 1947 described Geelong, the second largest city in Victoria, thus, "it 
holds about 45,000 people and exports to Melbourne, among other things, Fords and 
architects".202
George King became the Principal of the School of Architecture and of the Institute 
in the early 1920s. He had a strong personality and a forthright preference for 
classical architectural styles. According to Laird King influenced his own 
appreciation of and preference for architectural styles and, no doubt, those of other 
students. "George King was opposed to modernism; he was particularly a classicist 
and that influenced us, it certainly affected me".203
Robin Boyd was quite right in claiming that many of King's former students became 
leading Modems. Those trained by King in the 1920s and 1930s and who became 
supporters and practitioners of modem architecture were Ewen Laird, Arthur 
Baldwinson, Max Deans, Percy Everett, John and Tom Freeman, Keith Mackay,
202 Robin Boyd, Victorian Modem One Hundred and Eleven Years o f Modem Architecture in 
Victoria (Melbourne: Students Society o f  the R.I.V. A., 1947). p. 20.
203 Interview with Ewen Laird by C. Hardwick, Geelong, August 1991.
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John Mockridge, Tom CMahony, Hugh Pedditt and Ronald J. Wilson. Perhaps 
partly due to the Geelong community being small, many of these architects remained 
good friends, travelled together, and became each other's source of inspiration as 
well as competitors. Modernism, and Dudok's architecture in particular was 
not spoken about by King at the Gordon Technical College. Boyd acknowledged 
King's important role:
"His conservatism equalled his enthusiasm. He always believed in the 
impertinence of any departure from the classical styles. He planned the 
course and supervised the building of the students Order by Order to his 
design. But somehow he never succeeded in producing many conservative 
architects. A great majority of his cares became leading Modems. Today he 
shakes his head in disgust at this reflection, but he is none the less 
immensely proud of them."204
PROFESSIONAL ACTIVITIES 
Architectural Awards
R. V.I.A. Victorian Street Architecture Medal
In 1929, the Royal Victorian Institute of Architects awarded its first Street 
Architecture Medal. The objective of this award was to recognise excellence in 
architecture that had a public presence, fronted a street, and was not a domestic 
building.205 The first medal was awarded to Francis House, Collins Street,
Melbourne, a five storey neo-Georgian facade office building. This set the aesthetic 
preference for this competition for most of the next decade. The exception was 
Bates, Smart and McCutcheon's Buckley and Nunn's Menswear Store in Bourke 
Street, Melbourne, a modeme design that had used art deco motifs on its black 
terra-cotta tile facade and latest black, grey and silver colour scheme.
204 Robin Boyd, op. cit., p. 20.
205 "R.V. I. A  Street Architecture Medal," Journal of the Royal Victorian Institute o f Architects, 
September 1934, p. 73.
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It was not until the late 1930s that any award- medal - winning building showed a 
Dudok influence. The three buildings which were the recipients of the R.I. V.A. 
Victorian Street Architecture Medal in the last three years of the decade were 
examples of buildings influenced by Dudok. The Second Church of Christ Scientist, 
Camberwell, designed by Bates, Smart and McCutcheon, received the award in 
1938. The influence of Dudok is evident in the narrow brickwork, the massing, and 
the design of the front facade with its dominant three doorways. This building also 
exemplifies the interrelationship of several discernible influences which were 
concurrent during the 1930s, namely those of Dudok, and the Scandinavian and 
classical influences. In the Second Church of Christ Scientist Camberwell, the 
proportional detailing and the attention to the fine brick detailing illustrates the 
Scandinavian influence. In 1939, The Heidelberg Town Hall and Municipal Offices 
designed by Peck and Kemter in association with A.C. Leith and Bartlett received 
the award.206 This significant building demonstrated Dudok's influence by its 
massing, its brickwork, and details. The jury commented: "The building possesses 
good architectural massing, complete unity of design and a dignified expression of 
purpose".207 Edward Billson's Sanitarium Health Food Company Building at 
Warburton received the award in 1940. This building expresses a strong 
horizontality in its design, and Dudok's influence is also evident in the brickwork, 
the massing and the use of coloured tiles. The jury remarked on its massing and use 
of materials and commented: "the building as a whole merits praise and sets a high
206 The jurors were Messrs. W.O. McCutcheon, Percy Everett, J.S. MacDonald, W.R. Dean,
E.F. Billson, John R. Freeman, George R. King, E. Keith Mackay, Marcus Martin, P.H. Meldrum 
and Roy Stevenson. All were architects except J.S. MacDonald, Director o f the National Gallery, 
and W.R. Dean, Art Inspector, Education Department. The architects were generally supporters 
of modernism.
207 "r v .i.a  Victorian Street Architecture Medal," Journal o f the Royal Victorian Institute o f 
Architects, August-September 1940, p. 82.
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standard in industrial architecture".208
These buildings, which demonstrated Dudok's influence on their design, received 
the R.V.l.A. Street Architecture Medal in the late 1930s. In this case it could be 
argued that the Institute was acknowledging the acceptability o f the design rather 
making an innovative award to encourage modem design for commercial public 
buildings. Although the Institute may have been reluctant to support modernism in 
street public architecture it was a firm supporter of it in domestic architecture. In 
1934, the Stooke House at Brighton was awarded the Best House o f the Decade by 
the R.V.l.A..
Sulman Medal, New South Wales
The Sulman Medal for public architecture is awarded to encourage excellence in 
architectural design, including planning.209 In 1930 Sir John Sulman made his offer 
to the Institute of New South Wales Architects and this was accepted in 1932.210 
Science House at Sydney, designed by Peddle Thorp and Walker, was the first to 
receive the award. It was a five storey solid stone and brick masonry block with a 
classically derived style which spoke for the conservative values. Certainly, classical 
revival styles were popular during the 1920s and 1930s and in many instances the 
influences came from the United States o f America. The acceptability o f classical
208 "Street Architecture Award," Journal of the Royal Victoricoi Institute of Architects,
August-September 1941, p. 46.
2W Architecture, January 1930, p.307. The announcement by the Institute of Architects, New South 
Wales, that Sir John Sulman had presented two hundred pounds sterling to the Institute, "the 
interest from which is to provide fro the award of a medal to be called the ’ Sir John Sulman 
Medal', to the architect of a building completed during the five years ending the 31 Dec. prior to 
the year in which the medal is awarded."
210 Institute o f Architects published a set o f conditions for the award. In 1997 an exhibition was held 
at the Museum of Sydney, "Architecture in Transition: the Sulman Award 1932-1996" 
accompanied by the publication of an exhibition catalogue, Andrew Metcalf, Architecture in 
Transition: the Sulman Award 1932-1996 (Sydney. Historic Houses Trust, 1997).
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elements was echoed by the award for the next few years.211 For example, Leslie 
Wilkinson was the winner in 1934 for the Parker Residence at 7 Wiston Gardens, 
Double Bay, Sydney, a two storey house with classical motifs.212 In 1937, John D. 
Moore and V.L. Dowling, Frensham School, West Wing, Mittagong. In 1936 a vote 
for the modem was proclaimed in the choice of Railway House, designed by Budden 
and Mackey, with its light green terra cotta facade and Art Deco asymmetrical 
design. Two years later the Newcastle Municipal Incinerator designed by Frank 
Scorer won the award in the Commercial and Industrial category. It was the first 
winning design that strongly declared the modem. It was a strikingly modem 
building with its strong silhouette forms and by its massing and brickwork displayed 
clear links with Dudok’s architecture. One of the judges was Frank Costello, who
was particularly partial to Dudok's architecture.213 It was described by the jury
"The design is felt to be extremely good in its massing, and well expresses 
the internal functions of the bui lding. The honesty and simplicity of the 
design conduces largely to its success. The careful and skilful handling of the 
details shows a high degree of refinement. The planning except for one or 
two minor points, is of the same standard as the elevational treatment."214
It was not surprising, that the following year the award was given to Manly Surf 
Pavilion, another choice for a modem building, considering that the jury was 
composed of the same members. It was designed by Sydney architect Eric Andrew, 
the winning entry of an architectural competition held in 1936 and was 
unfortunately demolished in 1979.215 This building also displayed Dudok's influence
211 1933, Primary Producers Bank Alteration, Architect Budden and Mackey. Nicholas Mackey was 
also one of the jurors for this year. 1934, Parkinson Residence, Double Bay, Architect, Leslie 
Wilkinson. 1935, St. Anne's Catholic Shrine, North Bondi, Architect, Fowell and Me ConneL, 
1937, Frensham School West Wing Mittagong, Architect, John D. Moore and V.L. Dowling.
212 The winning building was known as 7 Wiston Gardens, Double Bay.
2,3 Refer to Travelling Scholars section in this chapter.
214 Architecture, December 1939, p. 243. See Andrew Metcalf, op. cit., p. 69. and Carole Hardwick 
"Modem Technology in Newcastle: Milk, Garbage and Education" in Hidden Newcastle 
(Sydney: Gadfly Publications, 1997), pp. 153-159.
21:1 Perspective drawing o f the proposed building signed by Sydney Ancher was the front cover for 
Decoration and Glass, March 1937, and he may have been a contributor to the design.
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by its long horizontal form, brickwork and colour.216 With the exception of 1942, 
when the award was made to Leslie Wilkinson's design for an addition to St. 
Michaels Church, at Vaucluse, Sydney, all the winners were exemplars of modem 
architecture. In 1950, the Top Dog Men's Wear Production Centre in Dee Why, 
designed by Sydney architects Spencer, Spencer and Bloomfield, received the award 
in the commercial and industrial category. It too displayed an influence of Dudok in 
its massing and use of a strong vertical element in its clock tower. Its fate was like 
that of other winners as it was substantially remodelled in 1997.
Professional Discussion
Lectures
Australian architects were exposed to Dudok's architecture by lectures in Australia 
and overseas given by their contemporaries. These often provided visual information 
about Dudok's buildings in the form of slides. Benjamin Thomas Stone's address to 
the New South Wales Chapter of the Royal Australian Institute of Architects in 
1937, was entitled "Highlights of Modem English, European and American 
Architecture":
"The buildings which I propose to show you pictures to-night are, as the title 
of this paper indicates, some of the highlights that stand out amongst a 
medley of memories covering a period of seven years abroad."217
Stone quoted at length from Dudok's lecture given at the Architectural Association
in London in May 1934, which he had attended, to explain his position on the
relationship between mass, planning and lack of decoration. He further claimed that
the kind of modernism expounded by Dudok differed from that of the "out and out
216 Max Jackson, an architect in Sydney mentioned Eric Andrew as liking Dudok’s architecture. 
Interview with C. Hardwick, Sydney, 1995.
217 Benjamin T. Stone, "Highlights o f  Modem English, European and American Architecture," op. 
cit., pp. 171-178.
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functionalist."258
" I believe that a good plan should be elevated in masses composed of 
materials which need no frills to make them beautiful architecture. By this I 
do not mean, what is almost a religion to the out and out functionalist, that 
the skeleton must always be let out of its cupboard. I will quote the great 
Dutch Architect, W.M. Dudok, to express exactly what I mean;"219
Included in his selection of slides of buildings was Dudok's Hilversum Town Hall,
the highlight of his Dutch recollections. In his lecture he described the Hilversum
Town Hall in some detail:
"At first sight the Hilversum Town Hall is rather breath-taking building, and 
if you have not been prepared for it, the effect of hardness and over-much of 
cold machine cut sharpness, but I can assure you these qualities are far more 
apparent than real. There are few buildings 1 have seen with an equal effect 
of richness and civic splendour."220
Another town hall which Australian architects admired was the Stockholm Town
Hall. Stone stated that he experienced the greatest excitement in Sweden from
• * * ^^1  viewing it
Informal Discussion
Self education, and informal discussion amongst architectural students and 
architects were important means of learning about Dudok's architecture and ideas, 
and although this is difficult to quantify, it appears that they were influential modes 
of transference of his ideas.
Amongst the profession there was not only formal discussion through lectures held 
at the Institute but also informal discussion amongst practitioners. Certainly Dudok's 
work was discussed in this manner. Mary Turner Shaw, who worked during the day
218
219
220 
221
Ibid.
Ibid.
Ibid.
Ibid.
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and at night attended the University of Melbourne Architectural Atelier, described
discussion at the Atelier. Turner Shaw recalled,
"I worked during the day and attended the Design School at night. We had 
very busy lives. We talked a lot amongst ourselves. At the Atelier most of 
our discussions were informal there were not many formal lectures. We all 
travelled. And we showed each other slides and photographs of buildings we 
had seen. There were not many of us then, we talked amongst ourselves 
mostly."222
Robin Boyd maintained that architectural students of the 1930s were not taught
much about modernism in their formal education. Instead, "they picked it up from
the magazines and in private investigation of the new work.".223 At the Victorian
Architectural Students' Society Ball in 1932 the students demonstrated their
awareness of modernism in the words to the following song which was written by
Mary Turner Shaw. It can be assumed that she was referring to Dutch modernism -
either Dudok or De Stijl or both.
"There's a bright vermilion door,
With a chromium plated handle;
We create a little scandal 
When we build a modem home.
There's a cantilever sun porch,
With a green and yellow awning 
Where we sun-bathe in the morning,
When we build a modem home
There's some concrete and some steel-work
But most of all the walls are glass..."224
MARS Group
A more formal discussion of modem architecture occurred in the Modem
222 Interview with Mary Turner Shaw, by C. Hardwick, op. cit.
223 Robin Boyd, Australia's Home (Melbourne: Penguin Books, 1968), p. 97.
224 Ibid. Words by Mary Turner Shaw to the music o f a contemporary popular song, "When We 
Build Our Little H om e"
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Architecture Research Group (MARS) which was set up in Sydney in the late 1930s. 
Its members met to hold discussions on architectural issues. These were not only 
about recent European architecture but also about professional practice and how to 
secure jobs in a tight financial situation.225 Lorenzo Malanot recalled one meeting 
when Hal Macauley showed a film and spoke about European architecture, 
mentioning Hilversum and Dudok.
"We did invite people, usually students from the Tech, who had been abroad 
and could guide us in design and outlook. One of the chaps who spoke, Hal 
Macauley, came back with an 8mm. movie camera and he used to tell us 
about Helsinki and Hilversum Town Hall and all these marvellous 
things...Dudok and his schools. I have heard since that Dudok was a false 
architect but at that time he was on top."226
CONCLUSION
The dissemination of Dudok's ideas was achieved in a number of ways. Travel was a 
significant means. It has been illustrated that Dudok's architecture was indeed well 
known and liked by Australian architects in the 1930s. Those who knew about his 
architecture before travelling to the Netherlands consolidated their knowledge by 
visiting Hilversum. Many were in fact introduced to his buildings from this first 
hand experience. Discussion between architects meant that the influence of travel, in 
so far as it related to Dudok’s architecture, extended well beyond those individuals 
who visited Hilversum in person.
Many architects who visited Hilversum were impressed with Dudok's buildings. It 
has been demonstrated, in particular through their reports, that what they were
2:5 Interview with Lawrence Rayner, by C. Hardwick, Sydney, November 1996. Rayner stated that 
the M A R S. Group used his office in the former Royal Exchange building in Pitt St. Sydney to 
hold their meetings. He described it as the headquarters of the group and that the interests o f the 
group were "basically to make a living."
22t Paul-Alan Johnson and Susan Lome-Johnson (eds ), op. cit., Vol. 1, p. 74. Interview with 
Lorenzo Malanot, November 1991.
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especially enthusiastic about was the massing and colour of his architecture. The 
Travelling Scholarship holders were a particularly important group; their reports 
made a highly meaningful contribution to the dissemination of information about 
Dudok. It has also been shown that contact with the Architectural Association in 
London and first hand observation of modem English architecture which had been 
influenced by Dudok was significant.
The architectural journals of the time were an obvious source of information about 
Dudok. The first photographs of his work in English language journals were 
published in the American Architectural Forum in 1929. These, and subsequent 
articles on Dudok, in this journal provided detailed photographs and drawings.
The Australian journals paid attention to Dudok only slightly later. In 1930 
Frank Yerbury's photographs of his architecture were published in Architecture. 
Some of the photographs in the Australian journals of the mid-1930s had been 
previously published in the American journals, while photographs taken by the 
travelling scholars were another source of visual references of Dudok's architecture. 
All the reproductions were in black and white; and colour, such an important 
element of Dudok's architecture, was conveyed by captions and textual description.
Dudok's architecture in photograph and text was still being published in the late 
1930s. However, by this time, Australian architects were already familiar with his 
architecture and these later reports reinforced Dudok’s position as a worthy 
modernist, rather than introducing readers to a new architecture, or changing the 
direction of the discussion about his work. By then, the early significant modernist
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buildings in Melbourne exhibiting Dudok's influence had already been constructed - 
notably MacRobertson Girls' High School, designed in 1933 and opened in 1934, 
and Stooke House, Brighton, 1935.
The formal architectural education of the period was generally based on the 
Beaux-Arts system and did not provide enlightened information about Dudok. 
Modernism was certainly discussed amongst architectural students, and in the later 
part of the period the Architectural Atelier at Melbourne University embraced 
modem ideas in its teaching philosophy. As a result of student discussion and 
research, Dudok's influence was discernible in some students' projects. This was 
exemplified by the solid rectilinear massing, often with the adoption of asymmetry 
in the planning and vertical planes and with a vertical element to contrast the 
horizontal massing.
Informal meetings of architects and architectural students proved to be significant 
means of the dissemination of Dudok's architecture, in particular by showing of 
photographs and slides and the subsequent discussion. It has been suggested in 
interviews with architects that these talks amongst students, though informal, were 
informative and thus on many occasions highly influential. The personal 
photograph, indeed, may have been the chief means of introducing Australian 
architects to Dudok's buildings.
DCl*l(Uihÿt vK
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CHAPTER SIX
BUILDINGS INFLUENCED BY DUDOK IN AUSTRALIA
"What we most approved of was horizontality, preferably in brickwork 
in the mode of the Dutchman Dudok, with rows of windows and bands 
of cement render."1 Mary Turner Shaw, Architect
This chapter focuses on selected buildings constructed during the period in which 
Dudok's influence was evident. The buildings are considered by examining the 
predominant building types, the location of the buildings, and a detailed discussion 
of the characteristics of the built form that relate to Dudok’s architectural details anl 
form, grouped according to the same features presented in earlier chapters: site 
planning, architectural planning, massing, whole/detail, solidity/transparency, 
materials, and colour. Three of the most exemplary buildings will be presented as 
Case Studies in the following chapter.
TIME PERIOD
As established in Chapter One, The Introduction, the time frame selected for this 
thesis spans from 1930 to the mid-1950s. In Australia there are buildings that 
demonstrate Dudok's influence from the early 1930s. The influence of his 
architecture is evident throughout the mid and late 1930s, and continues in the 
1940s. Some buildings of the early 1950s show Dudok's influence but there is little 
such evidence in buildings designed after the mid-1950s. However, in some recent 
architecture an interest in the architecture of the 1930s has revived the use of 1930s 
Dudok brickwork, window details and massing.
1 Mary Turner Shaw, "The Century in Double Vision, 1934," A Year in the Life o f  Victoria, 
(Melbourne: State Library o f  Victoria, 1984), p. 44.
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The first significant building displaying an influence of Dudok was MacRobertson 
Girls' High School, Melbourne, designed in 1933, The power stations and associated 
buildings designed for the Brisbane City Council in the early 1950s by the then 
Queensland architect Frank Costello were some of the last ones to exhibit a Dudok 
influence.
The greatest impact of Dudok's influence, when the largest number of buildings 
displaying his influence is evident, occurred in the mid to late 1930s, There were 
several reasons for this. First, the depression provided a pivotal point in this period 
of development of Australian architecture. It was by the mid-1930s that activity in 
the building industry had restabilised the levels of the mid 1920s and by 1937/1938 
new buildings commenced in these years were being completed. Secondly, many 
architects, as has been discussed, went overseas to seek work during the depression 
and their travel provided both direct and indirect influence. Thirdly, and sometimes 
as a result of their travels and work overseas, they became engaged in the debates 
over modernism, and those architects who were not were at least interested in it. As 
a result of this agenda, modernism became more noticeably practised, especially by 
architects in Melbourne by the mid-1930s. Fourthly, Australia's entry into World 
War if in 1939 circumscribed building, and restrictions also limited building in the 
latter half of the 1940s.
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LOCATION
Melbourne and Sydney, the largest cities in the 1930s, had the largest number of 
modem buildings. Because of the higher level of acceptance of modernism by 
architects and indeed clients in Melbourne, in the early 1930s there were arguably 
more examples of modem architecture there during that time than in Sydney. There 
were modem buildings in other Australian cities and regional cities were not 
without their instances. The work of Buchan and Laird in Geelong, Victoria, 
provides significant examples of modem buildings in a regional area in Victoria. 
There are proportionately more buildings selected for consideration in this chapter 
from Victoria and New South Wales, reflecting the number of modem buildings 
constructed from 1930 to 1955 in these two states. Examples from other states are 
included. The buildings have been selected to enable a wide range of building types, 
locations, size of project, and time of construction to exemplify the diversity of 
Dudok's influence. Both the work of private and public architects has been 
included.
BUILDING TYPES
At Hilversum, Dudok, as municipal architect, was responsible for the design of 
numerous building types. The ones described in this chapter have been chosen as 
typical of Dudok's practice: town halls, schools, housing, and industrial building. 
However, while the Dutch buildings were designed by public sector architects, in 
Australia they were designed by both private and public sector architects.
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Within the Dutch context, and as a direct consequence of the prevailing social, 
economic, and political policies, Dudok broadened the existing building types 
designed within Hilversum. In Australia the building types where Dudok’s influence 
can be discerned are not limited to the range of building types he designed in the 
Netherlands. Additional types include buildings associated with public amenities 
such as power stations and telephone exchanges, and industrial buildings.
Some of the questions asked in this chapter are: did Australian architects perceive 
Dudok's public buildings as part of planned municipalities, or as separate entities? If 
so, how did this perception, contribute to the manner in which they were influenced 
by his designs? Were any building types constructed in Australia that had no 
precedent in Holland? Were Australian architects looking for examples of building 
types to emulate or did they make reference to Dudok details as a more frequent or 
equal occurrence? The main building types are first described in general terms, 
after which the characteristics of the built form are discussed across all building 
types.
Town Halls
In Australia Dudok's influence on town hall design is not as marked as it is on other 
building types, especially school design. This may well be due to the fact that few 
town halls were built during the Depression, when public spending was directed to 
utilities such as schools and hospitals. However, some town halls in Australia make 
it evident that Dudok was a significant model for their design. One such example 
was the Heidelberg Town Hall in Melbourne, completed in 1937, and designed by 
architects Peck and Kemter in association with A.C. Leith and Bartlett [III. 111]. It
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consisted of council chambers and civic administration buildings. A significant
example, it was described in Decoration and Glass eight years after its construction,
as "perhaps the most outstanding civic building".2 It can be assumed that the writer
here was referring to Australia since other modem buildings in the article included
Newcastle Technical College, New South Wales, the Railway Building Wynyard,
Sydney, and the Commonwealth Bank, Brisbane. The jury of the R.V.I.A. Victorian
Street Architecture Medal also gave it high praise:
"The design generally is of strong character and represents a fine type of 
modem architecture, and in setting a high standard of design of municipal 
buildings of the future, it should be further distinguished by an award of 
architectural merit."3
A few years later Leith and Bartlett designed Essendon Town Hall in Melbourne in 
the early 1940s and although it is a more modest building without the monumental 
Dudok massing, its rectilinear massing and horizontal window design does display 
Dudok's influence. Two other notable town halls, both in rural Victoria, which 
exhibited a clear Dudok influence were Horsham Town Hall, 1938 designed by 
Charles Hollinshed, and the Warracknabeal Town Hall, 1939 [111. 112] designed by 
Seabrook and Fildes.
Educational Buildings
In Australia, the most significant building type to display Dudok's influence was the 
educational building. As has been noted schools were certainly a predominant 
building type in Dudok's own oeuvre. He designed twenty seven schools for the 
Hilversum Municipality and due to its development and size at that stage they were 
limited to kindergartens, primary schools and secondary schools. In the Australian
2 "Public Utilities," Decoration and Glass, July -August 1945, pp. 51 -52.
3 "R.V.I.A. Victorian Street Architecture Medal," Journal of the Royal Victorian Institute of 
Architects, August - September 1940, p. 82.
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which are pleasing in appearance both inside and out, shorn of the lumbering 
non essentials which characterised the schools of the last generation, the 
Education Department is doing a very valuable service...
The newly completed Fort Street Primary school block, Sydney, is an 
excellent example of what a school building should be."6
High Schools
The original design of Dover Heights High School, Sydney, had commenced in the
early 1930s. It was then suspended, recommenced, again suspended during World
War II and finally completed in 1947. Decoration and Glass described it as follows:
"The Education Department claims to have the most modem and 
comprehensive home science school in the Commonwealth - the Dover 
Heights establishment at Bondi."7
The partnership of Edward Fitzgerald and John Brogan won the competition for the 
design of Adelaide Boys' High School, 1940. In fact, the winning scheme had been 
designed by the Sydney architect Fitzgerald, who had formed a partnership with 
Brogan for the purpose of the competition, and subsequently moved to Adelaide for 
the construction of the school which took from 1947 to 1952.8 According to Donald 
Langmead, Fitzgerald acknowledged the influence of Dudok on his design.9 Like 
the Trades Classroom Block of Newcastle Technical College, Adelaide Boys High 
School also shows a likeness to the curved work of European modem architects 
other than Dudok, in particular Erich Mendelsohn and Johannes Brinkman.
6 ’’Public School," Decoration and Glass, May-June, 1945, p. 22.
7 "Bondi Domestic Science School," Decoration and Glass, March-April, 1949, p. 10., pp. 10-13.
8 Donald Langmead, "Joy in Colour Absentee Impressions ofDudok's Architecture," Papers and 
Proceedings o f SAHANZ Conference 1993, p. 51. Also see Anna Brogan, "John R. Brogan: A 
Career in Practice," Dissertation, B. Architecture, University o f New South Wales, Sydney, 
Chapter 7 "Adelaide Boys High School".
9 Ibid. Fn. 50. Conversation between Fitzgerald and Donald Langmead, Adelaide, 1989.
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A number of schools in Western Australia demonstrate an affinity to Dudok's work, 
such as the Perth High School of the Performing Arts, formerly Perth High School 
and Perth Junior School. In Tasmania, the Ogilvie High School, formerly the 
Commercial High School, designed by the architect, S.W. Blythe in 1937, is a 
further example of a Dudok influenced high school.
Public Buildings other than Town Halls and Schools
Other public buildings displaying an influence of Dudok include airport buildings, 
defence buildings, power stations, post offices and hospitals. Several buildings were 
erected as part of the World War II defence programme. The aircraft repair plant at 
Essendon Airport, designed by Arthur Baldwinson, was a modem brick horizontal 
building, constructed during the war [III. 168]. A similar brick, horizontal building 
was built at Mascot during the later part of the war as an airport carrier terminal. In 
the mid-1940s, at Balmoral on a site adjacent to North Head at Sydney Harbour, the 
Navy built a large complex, designed by the Commonwealth Department of Works. 
These buildings demonstrated Dudok's influence on their brickwork, their massing 
and in the use of a vertical element.
In Queensland a few power stations demonstrate Dudok's influence. These include 
the Eagle Farm Pumping Station and Electrical Substation, [III. 4] designed by the 
Brisbane City Architect, Frank Costello, in 1947; and another electrical substation at 
Ashgrove, also designed by Costello in 1948-49. The Townsville Substation 
designed in the 1950s similarly demonstrates Dudok's influence [Ills. 156,157], 
Another building by Brisbane City Council which demonstrates Dudok's influence is 
the Works Office and Amenities Building at Fortitude Valley, Brisbane, designed by
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J.P. Birrell, architect to Brisbane City Council. The Newcastle Municipal 
incinerator at Newcastle, New South Wales, 1938 [Ills. 194,195 ] clearly illustrates 
a connection to Dudok's architecture.
The design of two Queensland Post Offices display Dudok's influence. The 
Coorparoo Post Office, Queensland was designed by the Brisbane Architects of the 
Commonwealth Department of Works and its modest massing and detailing of the 
brickwork reflect Dudok's architecture. The Mackay Post Office is a most 
interesting example because it successfully adds onto a 1888 design with a 1938 
design. It is a symmetrical brick building with a central clock tower [Mis. 117,118]. 
The clock tower was built when renovations were carried out to the building in 1938 
[HI. 192], The original building of 1888 had a verandah across the front of the post 
office and this was retained in the 1938 work .
Hospitals were an extremely important building type for the development of 
modernism in Australia. The seminal early modernist work of the architectural 
practice Stephenson and Meldrum and later Stephenson and Turner made a major 
contribution to hospital design and Australian modernism. Arthur Stephenson had 
made a special visit to Northern Europe and Russia in the early 1930s to visit 
hospitals, and his practice came to specialise in hospital design.
Dudok-influenced hospitals included St. Margarets, Sydney, 1939, designed by the 
New South Wales Public Works Department; the Perth Hospital, and the Perth 
Women's Hospital; and the provincial hospital at Gorandiundi, Stanhope,
constructed in Queensland in 1939.
257
Seabrook and Fildes designed a group of twelve significant fire stations built in 
Melbourne in the mid to late 1930s. The first of these was at Brunswick, the next at 
Camberwell, the latter being the smallest and simplest in design; the last firestation 
at Windsor, was completed in 1941 [III. 135]. At Brunswick Fire Station, Seabrook 
and Fildes designed flats for the firemen adjacent to and in keeping with the fire 
station [III. 136], The confident modem design of their Windsor fire station 
demonstrates Dudok's influence in the treatment of the horizontal window bands 
and the detailing of the piers between each window [III. 135]. Firemen's flats were 
also included in the design of the fire station at Windsor. The former fire station and 
firemen's housing in Forrest, Canberra is a fine example of a group of modem brick 
buildings clearly inspired by Dudok's architecture. The fire station demonstrated 
Dudok's influence and was designed in a similar style to the surrounding brick 
houses [Ills. 132,133],
Domestic Architecture
Houses
Dudok's influence on domestic architecture manifested itself predominantly in the 
details and massing derived from his non-domestic work, rather than from his public 
housing in Hilversum. Many modem houses which were constructed during this 
period demonstrate the influence of Dudok in their massing, details, materials or 
colours. The George Laird House in Geelong, Victoria, has been discussed as a case 
study. This was not an isolated example of a modem design influenced by Dudok in 
Victoria. Some examples in Melbourne were several houses by the practice of 
Geoffrey Mewton and Roy Grounds, and Norman Seabrook's own house.
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In Sydney several houses were built in the early to mid-1940s which display 
Dudok's influence by their use of colour and materials, and details, rather than by 
their overall massing, such as two designed by Guy Crick and constructed in 1945, 
one at Northbridge [III. 191a] and one at Vaucluse. A house at Lindfield, Sydney, 
designed by Lewis Friedman [111. 191b], was notable for its interesting contrasting 
colour scheme. The architect Raymond Smith's own house in Sydney, had a red, 
blue and cream colour scheme [111. 191c], A residence in Bankstown, designed by 
Harold Smith in 1940, displays a likeness to that of Dudok's architecture in its 
rectilinear massing [HI. 186],10
There were examples of Dudok-influenced domestic architecture in the other states. 
For example, two Queensland houses designed by C.W.T. Fulton display his 
influence by their brickwork and detailing: his own residence at Taringa of 1940, 
and the Diamond residence at Stanthorpe, designed in 1936 in association with J.P 
Donoghue. In Western Australia, the architect Harold Krantz's own house at 
Crawley in Perth, designed in 1935, exhibits several Dudok details: its treatment of 
brick, the interlocked massing, and the feature of a tall vertical element at front 
which connects the two levels and has a long thin vertical window.
Flats
The significant firemen's flats designed as an integral component of fire stations at 
Brunswick and Windsor in Melbourne, and at Forrest in Canberra, have been 
mentioned. A block of flats at St. Kilda in Melbourne, designed by Mewton and
10 In an interview with Harold Smith by C. Hardwick, September 1996, he nominated the design of  
the house at Bankstown as having been influenced by Dudok.
259
Grounds in 1936, has strong horizontal massing with a flat roof, comer windows 
divided into rectangular segments and a recessed entrance [III. 138], All these 
elements are executed in a Dudok manner. This was not typical of flat development 
in the 1930s which tended to adopt a "moderne" design.
Industrial Buildings
Several industrial buildings exhibited Dudok's influence. Some were in country 
or regional areas, including in Victoria two fine examples at Warburton, the 
Sanitarium Health Food Company building and the Signs Publishing Company, both 
designed by Edward Billson [Ills. 104, 105,110]. In Geelong there was the 
Pilkington Glass Factory designed by Buchan, Laird and Buchan [III. 147], In 
Sydney, there were the Top Dog Menswear Factory at Dee Why, the Sulman Award 
winner of 1951, and the Airzone Factory designed by Peddle, Thorp and Walker in 
1943 [III. 143], Other examples include the Berlei factory at Wollongong designed 
by architect Crawford Mackellar in 1945.
Commercial Buildings
Dudok's influence was evident in several commercial buildings in Australia.
Because of the public nature of his architecture it was not a building type he 
frequently practised, a notable exception being De Bijenkorf at Rotterdam. Two 
buildings by the Sydney architect Samuel Lipson, the former Seabreeze Hotel and 
the former Hoffnung Building (presently the Red Cross Building) [III. 144| in 
Sydney, demonstrate his influence, as did two buildings in Melbourne, the South 
Yarra Club of 1938 designed by Godfrey and Spowers, [ III. 123A] and the Northern 
Bakeries designed by Arthur Norris.
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Crematoriums
A number of crematoriums were built in the 1930s. They tended to be built in the 
modeme style and used art deco decorative motifs. However, their massing 
employed a dominant horizontal mass contrasted with a vertical element 
reminiscent of Dudok, as seen in the Newcastle Crematorium.
Religious Buildings
Several of the Christrian Science buildings display Dudok's influence including the 
Second Church of Christ Scientist, Brisbane, 1938 and the First Church of Christ 
Scientist, 1939. Both these churches were designed by the Brisbane architectural 
practice of Lucas and Cummings, an important practice for its commitment to 
modernism. In Victoria, the Second Church of Christ Scientist, designed by Bates 
Smart and McCutcheon received the R.V.I.A. Medal for Street Architecture in 1938. 
The recently demolished Missions to Seamen building at Port Melbourne, 
Melbourne, designed by Harry Norris and constructed from a donation by Alfred 
Nicholas was an important Dudok influenced building.11
FORMAL CHARACTERISTICS OF DUDOK -  INFLUENCED BUILDINGS 
IN AUSTRALIA
Aspects of the built form which characterised Dudok's architecture are used in this 
chapter to demonstrate the acceptance and variation of Dudok's architecture in 
Australia. Evidence of Dudok details is found in the design of the built form. A 
detailed discussion of each of these, citing examples, demonstrates the extent and
11 This building was demolished in 1994 after a long effort by conservation groups to save it.
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the manner in which Dudok's buildings influenced the built form that developed in 
Australia.
Site Planning
Whereas site planning and the specific relationship of a particular building to its site 
were extremely important to Dudok, this principle does not seem to have been taken 
up by Australian architects. Dudok included several elements in the design of a site 
to enhance the approach to a building and to enhance the quality of the site. These 
included the use of landscape architecture and a specific use of water, usually in 
lakes or ponds adjacent to the building, to reflect of buildings and to provide calm 
areas. These elements were not adopted by Australian architects.
Many buildings in Australia had the access approach to the entrances designed 
along Dudok lines, whereby the access pathway was parallel to the building, not at 
right angles. This provided a direct sideways axial approach. It further emphasised, 
where appropriate, an asymmetrical plan. MacRobertsons Girls' High School 
Melbourne has used the entrance access parallel to the building to deal with an 
unusually shaped site.
Australian architects did take up the use of flower boxes, not only to enhance their 
buildings with colour but also as part of the site and access planning. The Airzone 
Factory at Sydney was designed by Peddle Thorp and Walker in 1931 and 
completed in 1943. Although by its completion it was a later example than those 
industrial examples from the mid 1930s, such as the Sanitarium buildings at
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Warburton, Victoria, this modem factory design displayed several Dudok elements. 
The length of the site led to the design of a two storeyed building with a horizontal 
emphasis and formal landscaped grounds between the building and the street. 
Recreational areas were provided at the rear of the building. Flower boxes were 
placed next to the main entrance to add to and complement the building's colour 
scheme.
The design of the Brunswick Fire Station and Firemen’s Flats demonstrated an 
awareness of garden city planning in the positioning of the firemens flat on either 
side of a garden, thus using the garden as the central element in the planning. The 
complex was built on a large almost vacant site, which presented Seabrook and 
Fildes the opportunity to design the site as a whole in an approach similar to that 
used in Dutch town planning schemes with their low rise buildings connected to 
garden spaces,12 and modified to Australian conditions of space and site planning. 
On the site was the two storey fire station building and two separate blocks of flats, 
positioned to the rear of the site and designed to be symmetrical around a garden 
courtyard. The site planning reflected a desire to create normal living conditions for 
the firemen.
Architectural Planning
The plan is a major design element in a building and one that determines the 
resultant overall form. Planning is discussed by examining the philosophical 
approach to planning and the elements of the plan shape. Functionalist planning was
12 See Donald Grinberg, Housing in the Netherlands 1900-1940 (Delft: Delft University Press, 
1982), pp. 54 -67 for history and characteristics of Dutch garden city planning.
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the dominant planning philosophy of the modern period. In Australia functionalist 
design was equated with "modem planning".
Functionalist planning provided a direct means for articulation of the masses in 
relation to the function of the building. The clear separation of functions within the 
overall building form produced distinct yet integrated masses. In Australia in the 
1930s, educational building was one of the main building types in which a modem 
functionalist planning approach was evident.
One of the prime examples in Sydney was Fort Street Primary School. Planned on 
functionalist principles and in support of these principles Decoration and Glass 
cited the school as an example of where modern architecture for school buildings in 
Australia was not only appropriate, but also was the style which had been selected 
by the architect in this case [Ills. 159,160].13
Decoration and Glass made further connections between the functionalist planning 
and a successful education:
"The functional character suggests a place in which youth can devote itself 
to the serious business of learning, without the intrusion of unnecessary, 
extraneous distractions...This, with sufficient comforts to relieve any feeling 
of undue austerity, would appear to be the ideal background for the 
education of modem youth."14
The Junior High School, Perth, was also planned along functionalist lines. In this 
example it was a longitudinal planning with a long corridor with the classrooms on 
one side. The overall form of the plan was "L" shaped. Dover Heights High School,
13 "Public School," op. cit., p. 22.
14 Ibid. p. 24.
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Sydney, was designed with an "E" shaped plan, allowing maximum natural light 
into the classrooms. Two schools which made distinct departures from the more 
rectilinear form of planning were Adelaide Boys High School and the Clegg Trade 
Wing of Newcastle Technical College. Both of these buildings incorporated long 
curved walls and class blocks into their overall planning.
The Top Dog Men’s Wear Production Centre at Dee Why, Sydney, was designed by 
J.R. Spencer in 1949. The planning of this modem factory aimed to provide the best 
possible conditions for the workers. It was based on functionalist planning, with 
different production activities being allocated to different floors. The lower ground 
floor was for cutting, pressing, mechanical rooms and a garage. The ground floor 
included the sewing room, storage, dispatch areas and a cafeteria. The vertical 
element in the tower contained the board rooms and storage space. The main 
production area had an uninterrupted floor space of 46 970 metres by 22 875 metres 
(150 feet by 75 feet). The planning emphasis was on the creation of a naturally lit 
working environment.15
In examining buildings which illustrate an influence of Dudok it has become 
evident that some of the same planning characteristics were employed by different 
architects in the design of different buildings. These characteristics include 
asymmetrical plan shapes, the placing of the entrance in a non-central position, and 
using a comer element to provide a contrasting vertical element in the three 
dimensional form.
15 To perfect the natural daylight from the saw tooth roof a model o f the factory was studied at the 
Commonwealth Experimental Building Station at Ryde, Sydney. "Sir John Sulman Award,
1950 "Architecture, January-March, 1952, pp. 28-29.
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In general, architects designed their plans so that the resultant form was 
asymmetrical. This asymmetrical planning was favoured because of the resultant 
massing it produced. This was achieved by several design approaches to planning, 
including the non-central entrance and the comer tower. Architects often designed 
the entrance as a main emphasis point in their design. These emphasised entrances 
were in many examples designed to be at a non central position, thus creating 
asymmetry. In planning, a comer tower element was a commonly used in modem 
buildings used to give a contrasting mass. The function of this comer tower was 
usually the staircase.
Massing
Many buildings which utilised Dudok's architecture as a source displayed 
rectilinear massing. This resulted in buildings that had a strong three dimensional 
composition of interpenetrating rectangular masses, often with a singularly obvious 
vertical element, usually a tower. These buildings essentially emphasised the 
solidity of their design.
The massing of modem buildings was a critical indicator of the type of massing that 
was acceptable as modem architecture in Australia. Conrad Hamann alludes to this 
when comparing the entry by Frederick Romberg for the design competition for 
Adelaide Boys' High School, to the winning entry by Robert Fitzgerald and John 
Brogan:
"Just how different Romberg's work was from modernism's accepted 
connotation in Australia can be seen by comparing Romberg's next work, 
an unsuccessful entry in the 1940 Adelaide Boys High School competition 
with its De Stijl flavoured winning design by E. Fitzgerald and John Brogan. 
The Fitzgerald Brogan design used a symmetrical plan and gained its effects 
from massing rather than enclosing space."16
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The solidity of Dudok-influenced buildings came from the importance of the wall as 
a solid barrier, whereas:
"Romberg's design gave again a feeling of lightness by its fenestration and 
the suggestion of a light skin in its walls."17
The Dudok massing was given credibility by the Royal Victorian Institute of
Architects Street Medal Award for the late 1930s. The jury commented on the
Sanitarium Health Food Company at Warburton [111. 104]:
"The massing is interesting and well balanced,... The proportions of the 
main south wing in relation to the tower and tall east section are entirely 
satisfactory."18
Specific Characteristics o f the Massing
The juxtaposition of planes and shapes and their interpenetration was the most 
effective way in which architects achieved their desired massing. The most typical 
form of contrast was the juxtaposition of a vertical element, often represented by a 
tower, staircase or clocktower, against the horizontal, broad mass of the building the 
functional areas. The Heidelberg Town Hall at Melbourne demonstrates this 
contrast [HI. I l l ] ,  the principal mass of the hall being effectively related to the 
municipal offices wing by the placing of the clock tower. The Warracknabeal Town 
Hall also used the clock tower as a juncture to relate masses. However, in this 
example, the lower section of the offices are set further back from the clock tower 
[111. 1 1 2 ].
16 Conrad Hamann, "Early Romberg," Architecture Australia, April-May 1977, p. 71.
17 Ibid.
18 "Street Architecture Award," Journal o f  the Royal Victorian Institute o f Architects, August 
-September 1941, p. 46.
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In some of his schools Dudok contrasted a flat roof with a traditional pitched roof to 
signify different functions or users of each section, as he did for his Juliana School 
in Hilversum of 1926 [Dl. 40], In a design proposal for the Granville Swimming 
Pool in Sydney by architects Rudder and Grout the two main sections of the 
building were distinguished by different roof pitches. The entrance area and access 
to the pool had a flat roof area, and a traditional low-pitched roof covered the 
changing sheds.
Seabrook and Fildes' design for premises for the Commercial Banking Company of 
Sydney Limited at Charlton, Victoria, also demonstrates this change in roof pitch to 
define different functional areas. The banking chamber is a flat roofed two storey 
building exhibiting many Dudok characteristics in its design. The manager's 
residence which adjoins it is lower, being only one storey; and in keeping with its 
domestic function it has a pitched roof [Dl. 127].
The second main characteristic used to achieve the desired massing was the creation 
of a massive weightiness. Massing was designed to produce a feeling of solidity in 
the buildings, and to make them firmly grounded. They were not part of the skeletal 
design philosophy of architectural modernism, but were buildings for which 
weightiness as opposed to lightness was a significant design idea. As a result, many 
buildings influenced by Dudok did not display the more popular facadism of the 
modeme styles of the 1930s. The Heidelberg Municipal Offices and Town Hall 
building designed by Peck and Kempter and A.C. Leith and Associates in 1936-3719
19 Graeme Butler, Heidelberg Conservation Study, (Heidelberg Municipal Council, November 
1985), pp. 80-81. Butler suggested that H E. Bartlett was responsible for the planning o f the 
complex. He later became a partner o f  A.C. Leith.
268
demonstrates similarities to Dudok's Hilversum Town Hall. Its overall massing is 
one of monumentality achieved by a design that is more symmetrical than 
Hilversum Town Hall. The clock tower provides the main vertical element and the 
only feature to alter the symmetry.
A predominant horizontal massing was another approach that Dudok adopted to
massing. Two substations in Brisbane are fíne examples of this mode of massing.
The Ashgrove Electrical Substation is a single storey cream brick building with a
flat roof. The main facade has four carefully articulated vertical windows. On either
side of the main building two public amenities blocks project forward to the street
alignment to emphasise the symmetry of the building and balance either side. The
Eagle Farm Pumping Station and Electricity Sub-station in Brisbane was designed
by city architect Frank Costello, though it has been claimed that the city engineer,
G.R. Goffin, also contributed to its design.20 It was a two storey concrete framed
building with a flat concrete roof and buff/orange brick in a dominantly horizontal
design. The Eagle Farm Pumping Station has similar design characteristics to those
of the Ashgrove Substation: the characteristic use of Dudok brick, the articulation
ofthe vertical windows across the main facade in the Dudok mode [HI. 4]. The third
characteristic was a dynamic movement in the designs achieved by asymmetry.
Movement across the building's surfaces was a dominant horizontal movement
interrupted by one axis of strong vertical directional movement. The contrasting
vertical tower was again the means used to achieve this sense of movement. The
Airzone Factory in Sydney was an example of horizontal massing with a
20 The Brisbane City Council Chief Engineer G.R. Goffin was considered to be quite influential in 
the adoption o f modem structures for council buildings. Interview with the Heritage Architect, 
Brisbane Heritage Branch by C. Hardwick, September 1996.
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staircase/tower providing the contrasting vertical. Often the tower was not placed in 
a comer position but rather at an appropriate location to interslice the masses, 
further emphasising the asymmetry. The off centre flagpole was another element 
used to continue this vertical movement through the building. Flagpoles were used 
frequently in the 1930s to create an illusion of increased verticality.
The Collie Mineworkers Institute at Collie, Western Australia, designed by John 
Fitzhardinge of Forbes and Fitzhardinge in 1951, consists of an office complex, a 
large theatre and flytower. Its Dudok influence is evident in its typical 
asymmetrical massing with a dominant vertical element in the clocktower, which 
has clocks on two of its faces [Ills. 199, 200 ]. The Temple Emanuel in Woollahra 
Sydney of 1940, designed by Samuel Lipson is another fíne example of 
asymmetrical massing [Ills. 130,148]. It consists of a temple to seat one thousand 
people, a social hall and classrooms. The asymmetry of the design is created by a 
tall projecting stair tower on one side only of the front facade.
The Chemical Laboratory Perth, designed by the Public Works Department of 
Western Australia between 1946 and 1951 is located on a comer site [III. 193].21 
The building is part of the complex of chemical laboratories designed by the Public 
Works Department and built progressively during the 1940s and 1950s. This small 
corner building was designed in 1951 by the architect L. Walters, working for the 
Public Works Department of Western Australia. It is a brick modem building and 
its functionalist design displays Dudok's influence on its massing and details. It is
21
It is located on the comer of Hay and Plain Streets, Perth. These were the drawings which were 
available.
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essentially a long horizontal mass with a contrasting vertical tower element. 
Although standard size bricks were used, its brickwork colour and details display 
strong Dudok traits. The bricks are buff in colour, with both the perpends and joints 
raked out. The garden boxes, in Dudok style, have raked out horizontal joints, as 
does the brickwork on the ffont fence. Other Dudok details include protruding 
concrete slabs, hoods over entrances, and the detailing of the metal framed 
horizontal windows. The windows in the wall to Plain Street can be opened and 
have a swivel metal frame.
The curved form was one variation of Dudok's massing, which has already been 
mentioned, as exemplified by Adelaide Boys' High School and the Trades 
Classroom Building at Newcastle Technical College. St. George Technical College 
in Sydney was designed after Newcastle and developed further the same strong 
curved massing.
Transparency/Solidity
Dudok's architecture was essentially one of solidity. The predominance and the 
importance of masonry structures in his buildings contributed to this solidity. In 
Dudok's architecture the contrast between solid and transparent areas is essentially 
one whereby the transparent areas have been punctuated into solid areas. 
Fenestration provided the means of transparency; not complete glass walls but 
rather the selection and use of several types of windows in various arrangements. 
Those used most commonly include the porthole window, the single, tall, thin, 
vertical window, the horizontal window band within a masonry wall, and the small
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window essentially vertical in proportion but designed in a long horizontal band 
with thin masonry piers between each window.
The porthole was a window type that Dudok used in several of his buildings, 
although not with the same frequency as others from his window vocabulary. 
However, he did not use the porthole window to provide the kinds of rhythms across 
horizontal planes as did the tall vertical window or window bands. Rather it allowed 
selected views from within the building to the outside to be established, for example 
as used by Dudok in Nelly Bodenschool of 1926. It also provided a contrast of 
forms, circular forms set against rectangular forms.
The porthole window was presented to the Australian architectural readership as "A 
Dudok Window in Hilversum" in Architecture and the journal allocated a full page 
to it [Dl. 169], This photograph presented a view of the window as a means of 
controlling the view from outside to inside or vice versa. This Dudok porthole 
window was a feature of Dover Heights High School in Sydney. In this instance 
Rembert has designed the window with two thin central timber mullions 
as in the Dudok mode [Dl. 162].
The porthole window extended brick detailing for standard brickwork - it produced 
a brick circular surround to frame the window constructed within the horizontal 
brickwork. This detail necessiated a degree of skilled workmanship [Els. 106,162], 
A porthole window placed within the rectilinear plane of a wall also used its 
singularity as a point of difference. In instances where the porthole windows were
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designed in groups, usually in a vertical strip, the windows as a vertical group 
signalled the difference between the geometry of the windows and that of the wall 
surface.
Porthole windows were used in Samuel Lipson's Seabreeze Hotel, Sydney, now 
demolished. These porthole windows in this example took on extra significance 
from the hotel's name and position next to the Georges river. The porthole windows 
were positioned adjacent to doors on ground floors. The Airzone factory in Sydney 
exemplifies the group of three porthole windows in a vertical row (TIL 139].
The Aircraft Repair Shop at Essendon Airport, Melbourne, designed in 1940 by H. 
Garnet Alsop has a large number of windows in one long band separated by brick 
piers [I1L 125]. Other Dudok characteristics present are three porthole windows 
which punctuate the comer tower and hooded entrance.
One of the ways in which Dudok delineated his horizontal bands of windows was to 
separate each window by a narrow brick pier. This feature was used by Dudok in the 
Hilversum Town Hall and in many of his school buildings. It was adopted by many 
Australian architects. It could be argued that it presented a way for Australian 
architects to create large areas of glass yet not use large sheets of glass, which were 
not readily available in Australia at this time. Also, in some instances the structural 
system did not create large open spans, in which case the brick piers also acted as
structure.
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This design of window bands separated by narrow brick piers is common to many 
buildings of the period. A clothing factory for J.A. Young in Brisbane, designed by 
the architect M.H. Rylance, displayed this treatment of windows. The ground floor 
has cream face brick with a horizontal window band separated by brick piers. The 
first floor section is rendered brick with same brick piers and recessed windows. 
The Carrier Terminal Building, designed by the Commonwealth Department of 
Works, presents as a solid mass with the only transparent areas being two long 
horizontal bands with intermediate brick piers.
The continuous horizontal window band was also used by Dudok in the Hilversum 
Town Hall. In many examples rather than using large sheets of glass, window areas 
were composed of several, small windows in metal frames to form a continuous 
window band. St. George Technical College in Sydney, designed by the Public 
Works Department, had bands of continuous window which followed the curved 
form of the building. The individual windows within this larger window band had 
metal frames.
Another window detail of Dudok's adopted in Australia was the tall thin window. 
H.M.A.S. Penguin at Balmoral Naval Depot, designed by the Commonwealth 
Department of Works as part of the World War II building programme, consists of 
forty-one buildings. The Ratings' barracks, a four storey brick building, has a 
dominant central entrance and stairwell, featuring a long thin window that 
emphasises the verticality centrally positioned in a projecting vertical element 
topped with a flagpole. On a more modest scale the Aircraft Repair Plant at
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Essendon Airport in Melbourne, designed by Arthur Baldwinson in association with 
the Department of the Interior in the 1940s, had a thin vertical window above the 
hooded recessed entrance. Samuel Lipson used a thin vertical window in his 
Temple Emanuel at Woollahra in Sydney [111, 130],
In the Hilversum Town Hall there is a group of three long thin vertical windows and 
this grouping was also taken up in Australia. It was used in MacRobertsons Girls' 
High School and was directly inspired by the Hilversum Town Hall [111. 141]. The 
Music School of Geelong Grammar [111. 126], designed by Buchan Laird and 
Buchan in 1937, displays several Dudok features, including the cantilevered hood 
over the entrance, and the thin vertical window. The entrance doors are divided into 
three and the glazing of these doors is designed in a framework in a Dudok manner. 
There are three separate windows above these entrance doors which are smaller and 
further apart than the typical Dudok model. Ewen Laird thought that "Dudok had 
been an influence on these details".22
A telephone exchange at Kensington in Sydney, designed by the Department of the 
Interior, exemplifies the solidity of Dudok derived design [111. 134], It is a cuboid 
massing with a flat roof and asymmetrical design. It was described in Building in 
1941 with an implication that this modem style was unsuitable for buildings that 
were not industrial:
"The contemporary style of architectural design appears to be eminently 
suitable for buildings such as telephone exchanges, electricity substations 
etc. in which large enclosed areas for the housing of plant and equipment are 
required."23
22 Interview with Ewen Laird by C. Hardwick, Geelong, August 1991.
23 "Telephone Exchange," Building, September 24, 1941, p. 55.
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The solidity of the front facade is broken by six panels of glass bricks, 
each separated by a vertical brick pier which projects further than the wall and 
extends beyond the reveal. It has an off centre flagpole and a section at one side 
lower than the rest of the building. Both of these devices emphasise asymmetry.
Details/Whole
The articulation of elements was of primary importance in Dudok's architecture, and 
the relationship between these "Dudok details” and the whole often established the 
way in which his architecture became a model for architecture elsewhere. In many 
buildings, in addition to the Dudok style of massing, architects incorporated into the 
design a number of Dudok details, such as horizontality, a range of window details, 
cantilevered concrete hoods, and recessed doorways.
A residence at Malvern, Melbourne exhibits some Dudok derived details and 
combines them in a way that exemplifies a typical of the group of details [III. 131].
It has a recessed entrance, with an approach defined by three steps and a projecting 
wall on one side. This projecting wall supports on this side only the concrete hood, 
giving weather protection over the entry. The hood diminishes in width and 
continues as a narrow projection used in this case as a defining band to mark the 
change in materials from narrow brown textured ’'heeler" bricks to white rendered 
walls for the remainder of the house.
Certain elements were used and sometimes combined to emphasise verticality; for 
example, projecting stairwells often provided an essential vertical element. There
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was also a range of details to express horizontality, such as window hoods, in some 
instances with bullnosing to eliminate the vertical edge, and narrow horizontal 
windows. A residence at Bankstown in Sydney designed by Harold Smith in 1940 
had a concrete hood over the entrance in the Dudok manner. Fort Street Primaiy 
School had also a fine example of the projecting hood. It had steps leading up to the 
main entrance with a large projecting and protective concrete hood. It also had a 
screen wall with an infill of Insulux glass bricks. This infill was a deviation from the 
Dudok model which provided protection by the large overhanging cantilever hood.
The Mackay Post Office in Queensland demonstrates a most interesting example of 
the hooded entrance. Its concrete hood is supported by two large cylindrical 
"capitals” positioned at the end of the attached squat columns, which were clad in 
square, glazed, orange terracotta tiles [III. 117]. This same combination of a hooded 
entrance, supported by the globe on a column (in this case a thin projecting brick 
wall) was used by Dudok for the Multatulischool, Hilversum 1929 [111. 42]. The 
Critchley Parker Residence, Upper Beaconsfield in Melbourne, 1933, by Mewton 
and Grounds also combines Dudok details at its entrance, which is flanked on either 
side by projecting brick walls surmounted by a concrete hood [III. 116]. The 
brickwork has had the joints raked out to emphasise the horizontality.
The most notable example of a Dudok derived arch entrance is found in the Signs 
Publishing Company Building at Warburton, Victoria [HI. 110]. Dudok's Oranje 
School in Hilversum of 1922 has an entrance with the same detailing and the same 
proportions. The doorway in both the Australian and the Dutch examples is narrow,
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producing a tall thin arched entrance in comparison to his wider arched entrance in 
the Vondel school. The Oranje School distinguishes the arch at the top by a 
surround of three brick courses radiating out from the base of the arch. This same 
detail was used by Billson in the Signs Publishing Company Building.
The Missions for Seamen Building at Port Melbourne, designed by Harry Norris in 
1937, used a semi-circular projection.24 This was similar to the semi-circular 
projection next to the main entrance in Adelaide Boys' High School, which Donald 
Langmead alleges to be "more than just an allusion to the Dutchman; it is a direct 
quotation from his Valeriusschool of 1930".25
The former N. Hoffnung & Co. Building in Sydney designed by Samuel Lipson
has two street frontages. The frontage to Clarence Street has a triangular brick
projection at the central position [111. 144]. Lipson acknowledged the influence of
Dudok on the design of this building.26 It is discernible in a number of details, the
most distinctive one being the triangular form with its fine detailing in
brickwork. The detailing is continued with a curved brick on each side of the central
triangular projection. In her review of the building in 1939 in Building, Florence
Taylor, who did not regularly support modem design, suggested that the
building was an example of interesting modem design. She wrote:
"The Clarence Street elevation is of particular interest and forms an 
illuminating essay in modem design without relying upon any of the 
incongruities and abnormalities that are sometimes associated with that 
work."27
24 Alfred M. Nicholas paid for the Missions to Seamen building at Port Melbourne. It was designed 
by Harry Norris, who was the architect for the Nicholas family.
25 Donald Langmead, "Joy in Colour: Absentee Impressions o f  Dudok's Architecture," op. cit., p. 
51.
26 Interview with Samuel Lipson by C. Hardwick, Sydney, May 1990.
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Some architects were aware of how to utilise different depths of view to give the 
desired distant and/or a close-up view of the building a distant. In Dudok's 
architecture there was not a hierarchy between the two, and each was exploited to 
give the desired view. Dudok often used two elements from his vocabulary of 
architectural details to achieve distant and close views: the grouping of windows to 
indicate the functional aspects of the planning, and the visual extension of vertical 
and horizontal lines by darkening of spandrels and piers respectively. The darkening 
of spandrels was a detail employed by Australian architects.
Materials
Buildings displaying Dudok's influence are most characteristically marked by their 
extensive use of brick. The "Dudok brick", the narrow thin brick, whose dimensions 
were published in Australia, was the essential material for such buildings, 
preferably in a light buff or cream colour.28 Brick manufacturers specially produced 
them to meet this demand, and as a further response to architects' desire to 
incorporate colour in their buildings they manufactured specially glazed 
brightly coloured bricks for cladding piers between windows and for highlighting 
other details in colour.29 Bright blue was another popular Dudok colour. Brick 
and sandstone had been the main building materials in Sydney until the 1930s. 
Charles Weatherbum, who worked in the Public Works Department of New South 
Wales, recalled the importance of brick in Dudok's architecture.
27 Florence Taylor, Building, February 1939, p. 2.
28 AH . Mack, "Report o f a Travelling Scholar," Architecture, July 1938, p. 74. See "Architecture 
in Brickwork," Journal o f the Royal Victorian Institute o f Architects, May 1935, pp. 69-90.
29 Interview with E. Billson by C. Hardwick, Victoria, 1979, Billson stated that the Northcote Brick 
kiln specially produced glazed coloured bricks to his specifications. See "Architecture in 
Brickwork" op. cit.
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"Dudok had the capabilities to get the proportions right in the brick panels 
and the brick elements of a place. This influenced a lot of people, including 
Harry Rembert. In those days the Hilversum Town Hall in Holland was one 
of the pieces de resistance of architecture."30
There were examples in Australia where architects varied the treatment of large
planar areas of brick and created interest by dividing the masonry walls visually into
smaller components. The Second Church of Christ Scientist in Brisbane of 1938,
designed by the important Queensland modem practice of Lucas and Cummings,
was an example of this approach. The architects had designed a very narrow brick
of fifty millimetres (two inches) in height, and every seven courses had relieved it
by inserting a course of terrazzo. The horizontal mortar joints were deeply raked out
to further emphasise the horizontality of the church. These thin horizontal bands
were continued at window level where mullions of a colour similar to that of the
terrazzo were aligned with the banding. The following year Lucas and Cummings
designed the First Church of Christ Scientist in Brisbane, also with buff coloured
face bricks. However, the two storeyed church was dominated by a recessed double
height entrance, and combining this element combined with a series of long thin
windows meant there was less emphasis on the detailing of the brickwork.
Consequently the walls were not divided into smaller horizontal bands.
The adoption of the bufFcream brick was common, as exemplified in buildings
already mentioned, such as the Heidelberg Town Hall, and MacRobertson Girls'
High School. However, variants on the colour occurred. The Junior High School in
Perth was an example of the use of coloured bricks, in this case, predominantly
salmon coloured bricks were used. However, dark brown bricks were used to the
30 Paul-Alan Johnson and Susan Lome-Johnson, (eds), Architects o f the Middle Third,
(Kensington, Sydney: School o f Architecture, University of New South Wales) 1995,
Vol. 2, p. 152.
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height of the plinth, emphasising the grounding of the building. Dover Heights High 
School in Sydney had a modem structure of a steel frame with reinforced concrete 
floors and flat roof In this instance the obligatory brick facing was not light but 
red. It had a typical Dudok deeply recessed entrance.
A significant group of modem houses is located at Forrest, Canberra. They are two 
storeyed cuboid brick structures, built in 1938 and designed by the Commonwealth 
Works Department. They present an unusual use of brickwork and brick colours. 
The unrendered walls are a distinctive mix of dark and light brown bricks with 
occasional red bricks intermixed. The massing and the form and details, including 
the cantilevered concrete hood over windows are typical Dudok details. However, 
mixing coloured bricks like this is relatively unusual [Ills. 132,133].
Brickwork was used in Australia to produce monumentality and massiveness, in a
manner similar to the way Dudok used it to achieve these ends. The
Heidelberg Town Hall, exemplified this combination of brickwork and massing:
"...the use of brickwork throughout the elevations is commendable, and 
besides producing a unity of design in colour and texture, has provided an 
excellent example of monumental results which can be achieved by the 
intelligent use of broad masses of good brickwork."31
Colour
Along with massing, colour was the other element that Australian architects liked 
and enthused about in Dudok's architecture when they visited Hilversum. The 
importance Dudok attributed to colour was taken up by Australian architects. They
31 "R.V.I. A. Victorian Street Architecture Medal," Journal of the Royal Victorian Institute of 
Architects, August-September, 1940, p. 82.
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Dudok's use of colour had a significant influence on Ewen Laird. Accenting parts of 
a building with brightly glazed coloured occurred not only in the George Laird 
house but in other Buchan and Laird buildings of this period, most notably the 
Pilkington Glass Factory at Geelong, 1936. In this modem glass factory brightly 
glazed tiles are used along the window sills. Laird had been most impressed with the 
coloured glazed brick and tilework he saw in Dudok’s schools at Hilversum: colour 
was used to signify and segregate spaces and functional areas in the Snellius school, 
and blue and white bands of tiles were used to indicate corridor height.
Edward Billson used colour to enhance the flat surface of his buildings in 
Warburton, Victoria. In his Sanitarium Health Food Company building, the lower 
half of the front facade consists of blue glazed bricks. In Dudok manner and detail, 
the spandrels between the windows have blue and orange glazed bricks. The size 
and proportion of these bricks, were especially designed by Billson to be 
appropriate to the scale of the building. They were manufactured to his 
specifications by the Northcote Brick Company.
In their report for the Street Architecture Medal for 1940, the jurors commented 
on Billson's use of colour:
’’The tone and texture of the deep cream face brickwork is pleasing and the 
relief given by the dark blue glazed tiles to emphasise the horizontal 
character, is successfully carried out."33
The Airzone Factory at Sydney by Peddle, Thorp and Walker, completed in 1943, 
somewhat later than Billson's Victorian buildings at Warburton, featured an
33 "Street Architecture Award," Journal o f the Royal Victorian Institute of Architects, 
August-September 1941, p. 46.
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abbreviated De Stijl colour scheme using yellow and red only. The bricks were 
cream, and the cement rendered frame projections surrounding the window bands 
and the cantilevered concrete hood over the recessed entrance were also painted 
cream. The steel frame windows had a bright red finish. An unusual feature was that 
the obligatory flagpole was also painted bright red.
It was more unusual for the De Stijl colour scheme to be applied to domestic 
architecture. It was adopted for a house at Northbridge, Sydney, designed in 1943 by 
Guy Crick [111.191a]. The design of the two storey brick house set on a hilly site was 
a modified version of modernism. Its employed a red, yellow and blue colour 
scheme. The brick walls, including a curved stairwell, were in the standard 
yellow/buff colour. However, the use of blue was unusual: the low pitched roof, far 
from being disguised, was clad with blue tiles and the steel framed windows were 
also blue. The red was introduced in painted wrought ironwork which formed the 
balustrade to the steps and porch. This house received considerable coverage in 
Decoration and Glass over several years.34
Two other houses in Sydney used these primary colours. A residence at Lindfield, 
designed by architect Lewis Friedman, had interesting massing with a two storeyed 
central portion and single storey sections on each side [HI. 191b]. It also featured a 
projecting curved bay in the centre for the full two storey height. Horizontal banding
54 "House at Northbridge, N  S W .,“ Decoration and Glass, January-February, 1946, pp. 41-44. 
This house was also reviewed in Decoration and Glass a year earlier. In this article entitled 
’’Modem Residence", January-February 1945, pp. 26-29, the house was viewed as a successful 
example o f  modem design for the Australian landscape. Much o f  this first article was reprinted in 
the January-February 1946 issue, but with the emphasis that this building was "late" for its 
design.
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was used in the brickwork, with a light buff colour at ground level and contrasting 
dark brown in the middle, up to the same height as the windows, with light bricks at 
the top of the house.35 Narrow darker brick piers between the windows were 
emphasised by the use of the brick. Red was used for the window frames and for 
wrought iron. Blue was used internally for the wall and floor tiles of the bathroom. 
Architect Raymond Smith's own residence at Pennant Hills, New South Wales, was 
an example of modernism combining both brick and timber: the ground floor was 
brick and the upper floor and hood to the deck were timber [111. 191c]. It made a 
striking use of the red, yellow and blue colour scheme. The brickwork for the 
ground floor and chimney was red; the timber of the upper floors was cream; and 
blue was used for some design elements.36 A column supporting the overhanging 
upper floor to form a porch was blue, the flush panelled front door was blue, as 
were the overhanging soffits, and the window and doors were a paler blue.
A frock shop in South Yarra in Melbourne designed by Godfrey and Spowers made 
colour a striking feature. The brickwork, with its raked out joints, was washed with 
ivory coloured paint. The doors and window frames on the ground floor were 
turquoise, the frames of the horizontal band of windows on the first floor were blue, 
and the boldly positioned street number, in a circle above the entrance, was white 
against a pillar box red background [111. 123].
35
36
" House at Lindfield, N S W. ", Decoration and Glass, November - December 1944, pp. 16-17. 
"House at Pennant Hills, N.S.W.", Decoration and Glass, November - December 1944, 
pp.24-25.
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CONCLUSION
This chapter described selected buildings constructed during the period when 
Dudok's influence was evident. It demonstrated that Dudok's influence extended 
across a range of building types - town halls, educational buildings, commercial 
buildings, and domestic architecture. These building examples were drawn from 
metropolitan and regional locations in Australia.
By examining the characteristics of the built form it was demonstrated that 
Australian buildings revealed an acquaintance with Dudok's architecture most 
clearly in the massing and in the development of accomplished details.
Australian modem buildings of the period commonly adopted a massing that 
produced building form that was solidly attached to the ground. This grounded 
massing, like many of Dudok's buildings, was asymmetrical in its plan, shape and 
three-dimensional form.
Brick and brick detailing was used by Australian architects in a manner similar to 
Dudok. The red, yellow and blue De Stijl colour scheme used on many of 
Dudok's buildings found favour with many Australian architects. They used brightly 
glazed bricks and tiles in the same manner, to provide highlight areas within the 
overall colour scheme. Often bright blue, the glazed tiles were used to clad window 
sills and vertical brick piers between windows.
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CHAPTER SEVEN 
CASE STUDIES
Three case studies have been selected to demonstrate the influence the Dutch 
architect Willem M. Dudok had on modernism in Australia. Each case study 
exemplifies one of three significant means of dissemination. The first one, the 
George Laird House at Geelong, Victoria, designed by Ewen Laird, demonstrates 
that knowledge of Dudok was primarily achieved through travel to Hilversum. The 
second case study, MacRobertson Girls’ High School at Melbourne, designed by 
Norman Seabrook, demonstrates that besides travel to Hilversum the influence came 
through "Dudokey"1 architectural work in London, in particular the practice of Sir 
John Burnet, Tait and Lome, where Seabrook worked from 1931 to late 1932. The 
third case study, the Newcastle Technical College, New South Wales, designed by 
the Public Works Department of New South Wales, with designing architect Harry 
Rembert, demonstrates that the influence came through text and photographs, in 
particular in the Dutch journal Wendmgen.
CASE STUDY 1
GEORGE LAIRD HOUSE, GEELONG, VICTORIA.
Dudok comes to Geelong: Ewen Laird's house for his brother George Laird, Roebuck 
Street, Newtown, Geelong, 1935.2
R Fumeaux Jordan "Dudok," The Architectural Review, April 1954, p. 241. "To go ’Dudokey' 
was even - in the world o f the Great West Road - a sign o f good taste, a gentlemanly repudiation 
of Wembley-Luxor".
In this case study the evidence is based on field, archival and library research, oral history and 
Ewen Laird’s detailed diaries. The original drawings and specifications are titled, Residence,
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"lam a Dudok man."*
This case study demonstrates with a specific example of architectural modernism in 
Australia the George Laird House in Geelong how Dudok was a vehicle for the 
dissemination of modernism for the Victorian architect Ewen Laird. Laird was the 
sole designer for this project, although at the time of its design he worked for the 
Geelong architectural practice of Buchan, Laird and Buchan, an important practice 
in the development of modernism in Victoria. The knowledge of Dudok in this 
instance was gained primarily by travel to Hilversum.
EWEN LAIRD
Ewen Laird was bom in 1906 in Geelong, son of architect Angus Laird. After being 
articled to Joseph Watts of Geelong, who was a prolific architect in the second part 
of the nineteenth century, Angus Laird established his own practice during the 
building depression of the 1890s. This practice survived the harsh economic climate 
of the 1890s to become the leading architectural practice in Geelong.
Ewen Laird's mother died when he was four. His introduction to architecture came 
through enforced but enjoyable time spent with his father at work. By the time he 
was eight he had decided that he would become an architect. Laird greatly admired 
his father's thorough understanding of building construction, and his skill in dealing 
with clients and members of building trades. This very early "work experience" 
during the formative years of Laird's childhood and youth was, he believed, as
Newtown for G.A. Laird Esq., Laird & Buchan, F.R.I.A., Architects, Geelong, 27-5-1935. They 
are signed by E C. Laird. Date o f completion on the specification is given as 7-10-1935. The 
drawings and specification are held at the Geelong Historical Records Centre.
3 Interview with Ewen Laird by C. Hardwick, August, Geelong, 1991.
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important as his later conventional architectural education was in influencing his 
approach to architecture.
In 1904 Angus Laird formed a partnership with Tom Buchan, creating the practice 
of Laird and Buchan. In 1935 Ewen Laird became a partner, and in 1936 John 
Buchan entered the partnership and the firm took the three-piece name Buchan, 
Laird and Buchan which is synonymous with "Geelong Modem".4
Laird's Formal Education
Laird's formal architectural education was important to him and it clearly 
contributed to the kind of architecture he would admire. He enjoyed a combination 
of four diverse educational experiences. Prior to Laird's self education overseas, his 
architectural education was influenced most strongly by three architects: his father 
Angus Laird, George King at the Gordon Institute of Technology, and Leighton 
Irwin at the Architectural Atelier of the University of Melbourne.
Laird attended the Gordon Institute of Technology in Geelong from 1922 to 1925. 
During this period George King was the Principal of both the School of Architecture 
and of the Institute. As explained in Chapter Five, King had a marked preference for 
classical architectural styles.5 He influenced Laird's appreciation of and 
predisposition to architectural styles. Laird recalls how King was very much a
4 Robin Boyd, Victorian Modern, One Hundred and Eleven Years o f  Modern Architecture in 
Victoria ( Melbourne: Student Society o f the Royal Victorian Institute of Architects, 1947), p.
19.
Interview with Ewen Laird, by C. Hardwick, op cit. Laird made the observation that King was 
very much like Roy Grounds in personality. Grounds taught at the Architectural Atelier, 
University o f Melbourne after Laird had attended it.
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traditionalist: "he was a classicist".6 Similarly, before Laird travelled to Europe he 
saw himself a classicist and, surprisingly, still sees his architecture as predominantly 
in that mode: "I am a classicist, essentially a classicist. All my work does reflect
that".7
In this approach to and acceptance o f classicism he displayed a theoretical position 
similar to Dudok's. Classical architecture presented a simplicity o f order and 
proportion with which both architects felt sympathy.
Robin Boyd highlighted the importance of Buchan, Laird and Buchan and the
Gordon Institute of Technology and their relationship:
"There is nothing very coincidental about the architectural prolificness 
o f Geelong. The good designs are almost all from the last mentioned 
firm, Buchan Laird and Buchan, and the quantity of talent was almost 
entirely inspired, not to say in some cases diverted to architecture by 
one man. G.R. King."8
In contrast to the rigorous classical education provided by King at the Gordon 
Institute o f Technology, the Architectural Atelier at the University o f Melbourne 
purposefully adopted a broader approach and a radically different method to 
teaching architectural design. Laird attended the Architectural Atelier from 1929 
to 1932. He recalls it as being based on the Beaux-Arts system of training and he, 
contrary to the conventional view of this method o f teaching, perceived that it was 
innovative:
"... and this design course that I did [architectural atelier]....it was a course 
based on the Ecole des Beaux Arts in Paris and a similar one
Interview with Ewen Laird by C. Hardwick, op cit.
Ibid
Robin Boyd, Victorian Modern One Hundred and Eleven Years o f Modern Architecture
op. cit., p. 20.
7
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in Chicago and the director [Leighton Irwin] had studied at the 
Chicago one himself and he introduced it to Australia, they had never 
had one before ..."9
Laird, like most of the other students at the Atelier, worked during the day and 
studied at night. During his period at the Atelier he worked for A. and K. Henderson 
in Melbourne and later for his father's practice, Laird and Buchan in Geelong. The 
practice of A. and K. Henderson had similarities to that of Laird and Buchan. 
Anketell Henderson established a practice in 1890 and by the 1920s it was a 
successful firm. This success has been attributed to Anketell Henderson's son 
Kingsley joining it.10
Leighton Irwin was director of the Architectural Atelier from 1926 to 1940. The 
success and progressive education of the Atelier has been largely attributed to Irwin. 
Laird greatly admired him and also believed that Irwin made a "very significant 
mark on the architecture of that period in Melbourne".11 Laird enjoyed its more 
informal teaching methods which enabled students to openly discuss current 
architecture in Australia and overseas. Laird thought that the personality of Roy 
Grounds, the next director was similar to Irwin's.12 Many of the architects who 
contributed to the development of architectural modernism in Victoria were 
associated with the Atelier as either lecturers, demonstrators or students.
9 Correspondence with Ewen Laird by C. Hardwick, March 1991.
10 Susan Balderstone, "Henderson, Kingsley Anketell," Australian Dictionary o f Biography 
op. cit., pp. 257-258. See also Roy Lumby, "An Architecture of Business: Sydney Office 
Buildings of the 1920s and 1930s," Unpublished M. Arch thesis University of Sydney, 1997, pp. 
249-252.
" Ibid.
Ibid.12
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Laird first became aware of the architecture of Dudok while attending the 
Architectural Atelier.13 In their interest in and quest for knowledge and 
understanding of modernism, students at the Atelier discussed amongst themselves 
what they had seen in British and American journals, and on their overseas travel. 
The theories and aesthetics of the European modernists, including Dudok, were not 
studied in a formal manner but rather through this exchange between students. Laird 
remembers that the architecture of Dudok was "discussed frequently both by the 
demonstrators and ourselves [the students] and as I explained, with this system of 
teaching, it was self teaching, you taught one another".14
Travel
As has been argued in this thesis, overseas travel at this particular time in Australian
architectural history was one of the key influences on the design of buildings when
the architects returned to Australia. Architectural modernism in Australia often
reflected the work of admired overseas architects. Laird, like many other Australian
architects travelling at this time, responded to Dudok's buildings as follows:
"I was carried away by it [Dudok's Architecture]. It had a complete effect on 
me, he did have a great influence on me."13
Although Laird's introduction to modernism and Dudok occurred whilst he was
studying at the Architectural Atelier, it was his first-hand experiences of visiting
Dudok's buildings that consolidated his understanding of them. In particular, he
understood how they related to their specific site, and their social and urban context,
their scale; he was able to appreciate their functionalist planning, their overall form
and massing, their considered use of materials, Dudok's individual use of details,
13 Ibid.
14 Interview with Ewen Laird, by C. Hardwick Geelong, August 1991.
15 Ibid.
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and his special use of colour.
Laird travelled to the Netherlands and Hilversum in 1934 with Max Deans, a fellow
Australian architect from Geelong. Their primary reason for visiting Hilversum was
to see the Dudok buildings and visit Dudok himself.16 Laird kept a diary while
travelling in which he recorded extensive notes and sketches of the buildings they
visited. He also took black and white photographs and collected brochures wherever
possible.17 On their arrival at Hilversum, they visited the Tourist Bureau and
obtained some maps of the city on which they carefully noted all the locations of
Dudok's buildings. Systematically they started a walking tour to visit as many
buildings as possible.18 The Hilversum Town Hall provided a real inspiration for
both of them. Laird recorded in his diary:
’’The approach and your first view of this splendid job absolutely bowl 
you over -'a thing of beauty is a joy forever' - and such is this 
masterpiece of Dudok's. He must of been inspired alright. It is so clean, 
bright, fresh and colourful sitting there amongst the trees, which are 
in the vicinity, alongside the man made pool with its lilies and gold 
fish reflections!"19
Laird also noted his admiration for the manner in which Dudok forms enhanced the 
function of the buildings, and for his appropriate use of colour to highlight certain 
parts of the buildings especially in Dudok’s designs for schools and kindergartens:
"The next was a kinder - attached to same - very much locked up - simple 
little affair, pitched tile roof;...the last was a little gem... photogs...It just 
looked like what it was a kindergarten - everything small and low - small
16 Ewen Laird’s Diaries, p. 1368
17 Amongst Laird’s black and white photographs of their European trip are some of the Calvin 
School. The brochures collected by Laird were later misplaced. Interview with Ewen Laird, by C. 
Hardwick, op. cit.
IS Max Deans’s diary notated the day they visited Hilversum as Saturday 16, Laird’s 
diary established this as Saturday 16 June, 1934
19 Ewen Laird's diary Saturday 16 June 1934. pp. 1370-1371. For descriptions and sketches of 
Dudok's buildings in Hilversum see pp. 1364-1380.
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scale and yet dignified enough, quiet colourful and simple. In yellow bricks- 
plan similar in type to the others but more.”20
Ewen Laird was one of several architects who, whilst working in Great Britain,
undertook self educative journeys to Europe to experience first hand the buildings of
their favourite architects whom they had learned about either before leaving
Australia or while in England. The lectures given at the Architectural Association in
London provided one of the main avenues by which Australian architects became
aware of the work of Continental and British architects. Dudok delivered a lecture to
the Architectural Association in May 1934, following an exhibition of his work held
there. Max Deans, who travelled with Laird to Hilversum, had attended Dudok's
lecture at the Architectural Association. In 1933 Laird attended a lecture given by
Erich Mendelsohn at the Architectural Association. He thought that Mendelsohn
"was a most interesting speaker", commenting in his diary:
" Erich Mendelsohn, the German Jewish architect, and one of the foremost of 
the modem school of thought in Europe- his early work was much discussed 
some years ago though his style has changed some what now."21
Laird also attended the Royal Institute of British Architects a lecture on
"Shopping" by Maxwell Fry, whom he described as:
"Quite a nice chap and somewhat nervous but he has the right idea and 
his slides were well selected...showed several good examples which 
I have seen - Wells Coates "Bresta", Mendelsohn, and his own "Westminster 
Electrical Showrooms..."22
For Laird, like many of his contemporaries, overseas travel provided the opportunity 
to visit and study in detail the buildings of the architects he liked in Europe and 
America. They all visited, sketched and photographed the buildings they found the
20
21
22
Ewen Laird's diaries, p. 1369. 
Ibid. p. 310.
Ibid. pp. 1027-1028.
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most exciting, and those with which they felt most comfortable.
Laird did not confine his interest to the architecture of Dudok. He also visited the 
work of Finnish architects, which later became an important influence on his 
architecture in Australia, in particular Eliel Saarinen and Alvar Aalto; he also 
recalled liking the modem architecture of Germany, Czechoslovakia, Greece and 
America.23
In late 1934, Ewen Laird returned to Australia to his home town of Geelong to work 
in his father's partnership, Laird and Buchan, by now an established architectural 
practice in the Victorian provincial city of Geelong. He returned full of enthusiasm 
for the new architecture of Europe and America he had seen in the past eighteen 
months whilst working in the United Kingdom and travelling through Europe and 
America.
In May 1935 he spoke to the Royal Victorian Institute of Architects students'
society about his travels. He was introduced as a convert to modernism, who "left
Australia as a traditionalist and came back as a convert to the new school of
thought".24 Laird explained how his direct experience of visiting European
modem buildings had consolidated his conversion to modem architecture:
” Tsiof he [Laird] said, 'that he liked the traditional work any less, but seeing 
the real work in all the strength of its proper environment makes one 
realise the complete futility of reproducing ancient forms in modem 
buildings'."25
23 Correspondence between Ewen Laird and C. Hardwick, March 1991.
24 Journal o f the Royal Victorian Institute o f Architects, May, 1935, p. 42. "Ewen Laird gave a 
pleasantly informal talk about his recent tour abroad to the students’ society."
25 Journal o f the Royal Victorian Institute o f Architects, op. cit., p. 42.
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GEORGE LAIRD HOUSE
Six months after Laird's return in May 1935 his brother George asked him to design 
a house for him and his wife in the established suburb of Newtown in Geelong [Ills. 
5, 87-93], It is a significant example of architectural modernism in Australia and is a 
strong statement that Ewen Laird was in fact, a convinced supporter of "the new 
school of thought".26 Laird acknowledges that although some of the design is "pure 
Laird", the Dutch architect Willem Dudok was a significant influence on its design.27
The Client: George Laird
George Laird was the manager of wool sales for the Geelong wool merchant Denny 
Lascelles. Like Ewen, George had travelled beyond Australia, having recently 
returned from working for Denny Lascelles in Argentina. Most important, the 
brothers had a mutual respect for each other. This gave Ewen Laird the opportunity 
to design the house he wanted to, free from the restraints of a more conservative or 
less trusting client. In his choice of his brother as architect with autonomy in design, 
George Laird demonstrated his support for modernism. Ewen commented, "I told my 
brother what he had to have".28
George Laird also astutely recognised the courageousness and modernity of the 
design for that time in Geelong: "I think I was lucky that Ewen was at the peak of 
his architectural career".29 Laird's sensitivity to his client's requirements and lifestyle 
has meant that his brother and his wife have lived in the house for fifty-six years and
20 Ibid.
27 Interview with Ewen Laird, by C. Hardwick, op. cit.
28 Ibid.
29 Ibid. Laird told the same account to Lorraine Huddle, Department o f  Architecture, Deakin 
University and was mentioned in correspondence with Ewen Laird and C. Hardwick, op. cit.
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carried out minimal alterations. The sleep-out has been walled in and the kitchen 
extended and a carport added.30
THE BUILT FORM 
Site Planning
There were a number of elements that Laird particularly liked about Dudok's 
buildings. He admired Dudok’s concern and sensitivity to site planning, believing 
that Dudok "set his buildings beautifully, the paving, the paths".31 Laird always 
believed in the importance of the garden and the setting of a building. He paid 
great attention to the planning of the site and whimsically cited the writings of A. A. 
Milne to demonstrate this:
"1 was greatly influenced by Christopher Robin. 'I went to a house with a 
great big hall, but if it did not have a garden, it was not a house at 
all.' ”32
Because Laird believed that the site was crucial to a building's planning, he adopted 
what would now be termed a holistic approach to his design. His brother was a keen 
yachtsman and Laird designed the house to take advantage of the view over Corio 
Bay at the rear of the site. The site had a high corrugated iron fence which Laird 
retained at the site both during and after construction. This hid the house from 
public view and made it difficult to gauge public reaction to it.33
Laird believed that his site planning demonstrated a progressive position for 
architects in Australia at that time. In particular he cited his thoughtful planning of
30 The stairs which Laird specifically and carefully designed, not using the standard riser and tread 
size, were still used comfortably by George and his wife who were in their nineties, in 1991.
31 Interview with Ewen Laird, op. cit.
32 Ibid.
33 Ibid.
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the garden, the transition from the garden to the house, and the relationship of the 
house to the garden.34 Dudok's complex planning of the spaces between the street 
and the building involved winding paths, particular plants to be used because of the 
colour of their flowers, and once the building was reached he used the flower boxes 
to make a transitional connection between the garden and the building. Likewise, 
Laird incorporated the window flower box into the design of the Laird house for 
both transition and connection between the garden and building. It also provided 
accents of contrasting colour between the flowers and the white walls [III. 90].
Architectural Planning
It was a two storey house planned along functional lines, with the living, service and 
sleeping areas separated [III. 87 ]. The bedrooms were located on the first floor, and 
so was an "open room". In Laird's original design he had planned this as an open 
outdoor living space, but it was altered to a "sleep out" and later enclosed.
Massing
Robin Boyd wrote in 1947: "in 1935 the firm's first modem house arose in 
Newtown, Geelong; with cream bricks, lots of glass, and an almost flat roof'.35 Laird 
has stated that the greatest influence from Dudok was evident in the overall form of 
the house.36 The house was reasonably large for the immediate post-depression 
period. It was two storeyed with a flat roof and brick walls painted white. Its
34 Ibid.
Robin Boyd Victorian Modem, One Hundred and Eleven Years o f Modern Architecture in 
Victoria op. cit., p. 20.
36 Interview with Ewen Laird, by C. Hardwick, op. cit.
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essential cuboid massing was highlighted with a vertical element, in this instance the 
chimney [III. 5, 91].
Interestingly, the Dudok building that exhibits the closest similarity in form to the 
Laird house is the Havenkantoor (Harbour office) at Hilversum, although this was 
designed in 1936 -1937, after Laird had visited Holland and after he designed the 
Laird house.37 Its white exterior displays a more simplified massing, more 
appropriate for a domestic scale building than the more complex interlocking of the 
forms of the Hilversum Town Hall [III. 27].
Whole/ Details
Typical Dudok details deployed by Laird in the house's form include the recessed 
entry porch and the reinforced concrete slab roof hood that projects out over the 
entry, a detail seen in other Laird buildings [III. 90],38 Laird has used a flat roof, an 
essentially modernist roof form and one not solely associated with Dudok, but as it 
determines the proportion of the form, the massing could be seen as a Dudok 
influence.
37 Dudok Arquitecto de Hilversum 1884-1974 (Madrid: Centro de Publicaciones MOPU, 1988), 
gives 1931, p. 27. Donald Langmead, Willem Marúms Dudok, A Dutch Modernist (Westport: 
Greenwood, 1996) gives 1936-1937, p. 241. This house was destroyed by bombing and rebuilt in 
1946-1947.
38 The concrete cantilever hooded porch and the paving details are similar to those used in the 
Geelong West Baby Health Centre designed by Laird in 1937.
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Solidity/ Transparency
The impression of the Laird house is predominantly one of solidity, with its 
windows carefully punctuated into the white walls [Ills. 5, 89], Laird employed an 
innovative modernist compositional device in his placement of the stair window 
[Ills. 87, 90], This was designed to be at a diagonal angle parallel to the stair, thus 
creating a strong diagonal in the rectilinear form of the external wall. Laird 
modestly described this distinctive element "as a bit of a whimsy, pure Laird".39 The 
house featured comer windows to introduce the idea of transparency [Ills. 92,93]. 
Their steel frames were especially constructed by a Geelong industrial window 
manufacturer.
Materials
For the details of the brickwork of the house, Laird adopted the raked out horizontal
joint as used by Dudok. He carefully specified the brickwork details:
"All external walls are to be built in hollow wall bond with galvanised 
iron wire ties every fourth course in the height, not more than 3 feet apart 
[900 mm.]. All exterior walls are to be finished with raked horizontal joints, 
rubbed back with a metal tool, and flushed vertical joints, and to be carefully 
bagged off for colouring."40
The same careful detailing was applied to the entry and wing wall, specifying:
"Pave the floors of entry and the steps to same clinker bricks on edge, 
bedded and grouted in cement, forming a border all round and laying 
infilling in herringbone pattern to detail and forming wing wall on one 
side wall with two 4 1/2 in. [112 mm ] walls with drain to form flower
box."41
39
40
41
Interview with Ewen Laird, op. cit.
Specification, George Laird House, Geelong Historical Records Centre, pp. 5-6. 
Ibid., p. 8.
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Colour
Dudok's use of colour was a significant influence on Laird. The house was 
originally painted white. Dudok did indeed design buildings that were white, most 
notably the Northern Cemetery, 1927- 1930 [III. 53] with its stuccoed walls, the 
Southern Cemetery and the Harbour Master's Office, 1936-1937. The use of brightly 
glazed coloured tiles to accent parts of a building is found not only in the George 
Laird house but also in other Buchan and Laird buildings of this period, most 
notably the Pilkington Glass Factory at Geelong, 1936 42 Laird used coloured tiles in 
the house to provide accents of bold primary colour in a manner similar to Dudok.43 
The window sills were these points of bright primary colours, clad with one 
hundred millimetres (four inch) by one hundred millimetres (four inch) matt finish 
selected tiles supplied by the Australian Tessellated Tile Company in Melbourne.44 
Bright blue tiles were also used in the stairwell. Laird also liked their functional 
aspect: "they were also very practical as you can wipe them down with a damp 
cloth".45
Laird was most impressed with the coloured glazed brick and tilework he saw in 
several of Dudok's schools in Hilversum; indeed, it was here in the design of the 
schools that Dudok's exemplary use of colour came to the fore. Laird had visited 
several of Dudok's schools in Hilversum and recorded the striking use of colour in 
his diary, and one particular example was gymnasium: "columns inside glass wall
42 The design authorship o f the Pilkington Factory is attributed to another architect working for 
Buchan, Laird and Buchan. However, Ewen Laird believed that he had a major influence on its 
design. Interview with Ewen Laird, op. cit.
41 Interview with Ewen Laird, op. cit. Laird called Dudok use o f  colour as bold, the same term he 
used to apply to his own use o f colour.
44 Specification, George Laird House, Geelong Historical Records Centre, p. 8.
45 Interview with Ewen Laird, by C. Hardwick, op. cit.
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are tiled in small royal blue bricks (a favourite and bright feature of Dudok’s)”. At 
the same school he noted the use of colour in the corridors [III. 165]: "1 don't know 
how high the cill was from the c.r. floor but low enough for the kids to see the 
colour”; and:
"...finish of Gym. same as last school. Colour used in painted woodwork; 
often very bright, greens, blues, reds, browns, he is also fond of black and 
white used with another vivid colour. The colours even the browns are never 
muddy or chocolately.”46
Two possible Dudok buildings that could have provided Laird with models using 
bright coloured glazed tiles as a highlight in a space were the gymnasium of the 
Johannes Calvijn School [111. 47, 48, 49] designed in 1930, with its blue glazed tiles 
and surrounds of orange bricks, and the Multatulius School of 1929 [111. 42], which 
Laird had photographed.47
GEORGE LAIRD HOUSE IN THE CONTEXT OF MODERN DOMESTIC 
ARCHITECTURE IN VICTORIA
In the early to mid-1930s a number of houses built in Victoria were convincing 
examples of architectural modernism. The prominent Victorian architectural 
practices which were embracing modernism included Mewton and Grounds, 
Seabrook and Fildes, Yuncken Freeman and Freeman, Buchan and Laird, Godfrey 
and Spowers and Best Overend [Ills. 113,123], Broad similarities of design details 
and spatial form characteristics could be discerned in the George Laird House and 
other modem houses designed by the aforementioned practices. In some instances, it 
could be argued that the details that distinguish these houses as modem are those
46 Ewen Laird Diaries pp. 1368-1369.
47 Interview with Ewen Laird, by C. Hardwick, op. cit. Among Laird's black and white photographs 
were some o f  this school.
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which derive from Dudok’s architecture. The Stooke House at Brighton designed by 
Geoffrey Mewton in 1935 has some similarities with the Laird house: the brick walls 
rendered white, the raked out horizontal brick joints, the metal framed comer 
windows, and the use of the chimney to form a vertical contrasting form [III. 115]. 
Another notable modem house in Geelong of this period was the Ingpen house 
design by Mewton and Grounds in 1936, a few blocks away from the Laird house 
[III. 146].48 This house exhibits typical Mewton modernist details, the characteristic 
massing, the comer metal framed windows. Likewise, similar details appear in 
Norman Seabrook's own house of 1936, the raked out horizontal brick joints, the 
comer windows and the flowerboxes [Ills. 85, 86],
The Laird house is a fine example of that significant group of modernist houses 
designed in Victoria in the early to mid-1930s. It is a small group, but together they 
convincingly show that their designers understood the aesthetics of modernism. The 
Geelong architectural practice of Buchan, Laird and Buchan made a major 
contribution to modem architecture in Geelong, Victoria, and Ewen Laird was a 
major protagonist in this. The importance of that contribution is often overlooked 
because of the provincial location of both the practice and its buildings.
CONCLUSION
The George Laird house, designed and built in 1935, is a significant example of 
architectural modernism in Australia and provides convincing evidence that Ewen
4k Ewen Laird believed that Geoffrey Mewton, who later worked for Buchan and Laird in their 
Melbourne office in 1944, was responsible for its design. Conrad Hamann attributes it to Roy 
Grounds in "Modem Architecture in Melbourne: The Architecture o f Grounds, Romberg and 
Boyd 1927-1971," Ph. D. thesis Monash University 1979, pp. 22-24.
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Laird strongly supported "the new school of thought".49 Laird acknowledged that 
although some of the design is "pure Laird"50 the Dutch architect Willem Dudok was 
a significant influence on its design. This influence came about through Laird’s 
travel to Hilversum and his first hand experience of Dudok's architecture.
CASE STUDY 2
MacROBERTSON GIRLS’ HIGH SCHOOL, MELBOURNE
This case study analyses Dudok's role in Australian architectural modernism by 
examining MacRobertson Girls' High School designed by Norman Seabrook. His 
influence was in this case due to travel to Hilversum, and through the connections 
and significance of modem English architecture, especially the practice of Sir John 
Burnet, Tait and Lome. The influence of Dudok on Tait's designs dating from the 
houses at Silver End as already discussed in this thesis was evident.51
"The school will be a worthwhile memento of the centenary which it 
commemorates, of the donor who made the gift possible for which the school 
is carried on namely to educate the future womanhood of the State of 
Victoria. Surely these women have some rights for consideration."52
In 1933 Macpherson Robertson, the successful confectionery manufacturer, donated 
to the State Government of Victoria one hundred thousand pounds to mark his 
justifiable pride in the great achievement of Victoria, and its capital city Melbourne, 
in the first one hundred years of its history. The gift was designated for the erection 
of a girls' high school, a national herbarium, a bridge across the Yarra, a fountain in
49 Journal o f  the Royal Victorian Institute o f  Architects, op. cit., p. 42.
5U Interview with E. Laird by C. Hardwick op. cit.
51 Thirties (London: Arts Council o f Great Britain, 1979) The catalogue for an exhibition at the 
Hayward Gallery October 1979 to January 1980 gives full details o f Tait's buildings.
52 Macpherson Robertson, letter to State Government o f Victoria 1933, held MacRobertsons Girls 
High School Archive.
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the domain, and sponsorship of the London to Melbourne air race. Macpherson 
Robertson had chosen to give the money for the construction of public facilities, and 
so that these works would generate jobs in a period of severe unemployment. The 
most important of these building works was to be MacRobertson Girls' High School.
Macpherson Robertson himself was an important figure in industrial modernity in 
Australia. In 1880 he set up his own confectionery business in the bathroom of 
the family home in Fitzroy, Melbourne. The business expanded and remained in the 
inner Melbourne suburb. Eventually thirteen factories were constructed, and because 
they were regularly whitewashed they became known as the "Great White City." In 
the interwar period, MacRobertsons dominated the Australian confectionery market. 
Technically, organisationally, and in its labour relations it was a model of a modem 
company.53 Macpherson Robertson died in 1945 aged eighty six. He had by this 
stage built an almost self-contained industry which, through its own workshops 
and service companies, independent of supplies in many areas of raw materials, 
machinery, and services. His sons took over the business, and with the rise of 
multinational corporations in the confectionery business MacRobertsons was 
eventually amalgamated into Cadbury-Fry Pascal 1 in 1967.
Macpherson Robertson's gift was extremely timely for the Victorian State 
Government's Department of Education. There had been mounting criticism of the 
State Government’s inability to provide a suitable and permanent school building for 
the girls after Melbourne High School was divided into single gender schools and
53 Tony Fry, Design History Australia (Sydney: Hale & Iremonger, 1988), pp. 98-113.
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relocated. The boys (as was sure to happen) received all the necessities that went
with the image of a traditional academic school: the name, the motto, the badge,
and a new building constructed on a prominent site on Forrest Hill, South Yarra,
adjacent to the Yarra river. By contrast, the girls were continually moved to a
series of temporary accommodations. Robertson sought to readdress this. He
believed that the girls had an equal right to a good modem education in a modem
building, one indeed which would carry his name. A former student recalled:
"Some of the Korumburra locals thought it was a chocolate factory I was 
going to, others that it was a private school; my working class family had not 
a clue except that it was a good school."54
The changing of the name from Melbourne Girls’ High School to MacRobertson
Girls' High School met with considerable opposition from past students, current
students, and members of the public. As part of the public debate one of its past
pupils expressed their collective concern:
"We were thoroughly disgusted and protested loudly when the name was 
altered to MacRobertson Girls' High School. Mr Macpherson Robertson 
had made a large gift of money (made from chocolate confectionery) to the 
then government... The government taxed him upon this gift and to 
appease this irate gentleman the school was given his trade name, we 
expected to see the name in neon lights."55
The renaming of the school had been decided by the government long before the
public debate. The terms of the competition clearly stated:
"The name of the school will be MacRobertson Girls' High School. 
Competitors are requested to have the above inserted on the front facade in 
cement work or otherwise. The name MacRobertson to be in script as in the 
sample attached."56
"4 An interview with ex student A. Bottomley 1940-1941. Document held in Palladian 
Archive, MacRobertson Girls' High School, Melbourne.
M. Goodman student, 1927-1930 Document held in Palladian Archive, MacRobertson Girls'
High School, Melbourne. Further opposition came from pupils past and present when it was 
suggested that their uniform be changed to tartan. The tartan may have had a public 
association with the Scot philanthropist, but it more commonly would have been visually 
linked with MacRobertson's "Freddo Frogs" depicted in kilts on many advertising bill-boards 
in Melbourne. An interview with an ex student. Document held in Palladian Archive, 
MacRobertson Girls' High School, Melbourne.
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Competition
it was the first open architectural competition held in Victoria for a state school, and 
all registered architects or members of the Royal Australian Institute of Architects 
resident in Victoria were eligible to enter. The assessors were G.W. Draper, P.A. 
Oakley and O. McCutcheon, the latter two were partners in prominent architectural 
practices in Melbourne, and some of their work displayed a commitment to the 
modem. The winning design would receive a prize of three hundred pounds given by 
Macpherson Robertson.
A detailed competition brief set out the classroom accommodation and the 
administration requirements. A budget of thirty seven thousand pounds, including 
architects' fees, was allocated for the building. This was indeed modest for the 
accommodation requirements, and entries exceeding this cost were disqualified.
Less than eight weeks was allowed for the preparation and submission of designs 
and estimates, and the selected winner was allocated three months for the 
documentation of the building, working drawings, specifications, consultant 
engineering details and quantities. A tight schedule was established to ensure that 
the building would be opened in November 1934, for the centenary celebrations of 
Victoria. It was opened by the Duke of Gloucester on 7 November 1934, ensuring 
high public visibility for the State Government of Victoria, the Education 
Department of Victoria, and its donor, now Sir Macpherson Robertson.
The limited budget, and the stringent regulations governing the construction of 
schools, the unusually shaped site and the short time periods for completing the
56 Terms of the Competition for Melbourne Girls' High School, Victorian Department of 
Education, 1932.
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design and full documentation of the winning design appear to have restricted
architects' entries. The assessors commented about these restrictions:
"These were undoubtedly serious obstacles, and in many cases resulted in 
failure in one direction or another. Taking these limitations into account, the 
average standard of the designs submitted was fairly satisfactory."37
There were forty-four entries and the awards were announced on December 8, 1933. 
All of the successful entries were by architects from Melbourne. First was Norman 
H. Seabrook, second was Stephenson and Meldrum, and third was J.F.W. Ballantyne 
and Roy Wilson. The competition did not specify an architectural style, but a 
reading of the competition brief clearly pointed to a "functional" solution.
Of the three finalists Seabrook's was the only design which was an example of the
new modernism. Ballantyne's and Wilson's design was described by the assessors as
in the "collegiate Gothic style", and in the case of Stephenson and Meldrum they
disappointedly commented, "in regard to elevational treatment... this design
provided a somewhat stereotyped main facade". Seabrook's design was seen by the
assessors to have the potential of a more exciting design:
"The exterior was a simple interpretation of contemporary design, having 
definite quality and interest, but which should be capable of improvement in 
the course of the preparation of the final drawings. The treatment was simple 
and direct and expressive of the functions of the various units in the group, 
and with care should result in an attractive building of unusual character."58
Seabrook complied with the competition brief and its tight time limitations. He had
completed the working drawings, specifications, consulting engineers' drawings and
quantities by 15 February, and tenders were to be called for the following fortnight
closing on 1 March 1934.59
7 Assessors' Report for the Macpherson Robertson Girls' High School, Albert Park, Education
Department o f  Victoria, December 1933.
58 Ibid.
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The building was used as a girls' high school from its opening until World War II 
when it was requisitioned for use by General Macarthur to plan "the Brisbane line." 
After brief use by the Americans, the school was used by the Royal Australian Air 
Force. In 1943 the staff and Parents Association and Palladians used their influence 
to have the school reopened and certain building work needed to be carried out for it 
to function again as a school.
In 1954 a caretaker's residence was erected on the flat roof of the east wing. In 
Seabrook's design this had been designed as a viewing platform and was also used 
for "outdoor" classes. Since his original design the surrounding environment to the 
school had changed, and the adjacent Kingsway and nearby St. Kilda Road have 
had many high rise buildings constructed along them, obscuring the view from 
the roof.
IS ORMAN SEABROOK
Seabrook was bom in 1905 in Northcote, Melbourne. He studied at the University 
of Melbourne Architectural Atelier from 1927 to 1930 and then, like many of his 
contemporaries, travelled to the United Kingdom seeking work and a departure 
point for journeys around the Continent, including Holland. Seabrook worked in 
London in the early 1930s for Sir John Burnet, Tait and Lome one of the leading 
modem English architectural practices, whose work has already been discussed in 
this thesis in relation to its significant connection to Dudok's architecture, its 
influence on Australian architecture, and the amount of publicity the firm's work
59 Norman Seabrook "Report on Progress" MacRobertson Girls' High School. 15 January
1934. At this stage work had already commenced on the site with surveyors taking levels and 
pegging out the site. Structural Engineers had already taken test holes to establish the 
foundation type.
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received in the architectural journals. From 1931 to 1933 he spent eighteen months 
employed as a senior assistant working on a number of different projects, including 
hospitals, schools, and apartment buildings. A large amount of his time was spent in 
responsibilities for the design and documentation of a section of Unilever House, 
London.
At the end of 1931 he toured Europe with his wife, visiting Holland (including 
Hilversum), Belgium and France, and returning to London. In 1932 Seabrook 
returned to Melbourne and was engaged by the architectural firm Godfrey and 
Spowers. With the ill health of Spowers, Seabrook took on the complete 
supervision of the Bank of New South Wales Main Headquarters in Melbourne.He 
was elected a new associate of the Royal Victorian Institute of Architects on June 
28, 1933.
Seabrook was still employed by Godfrey and Spowers when he won the competition 
for the design of MacRobertson Girls' High School, and he issued a statement to the 
assessors declaring his intention to commence his own practice immediately.60 His 
success was described in hindsight by architect Mary Turner Shaw, a contemporary 
of Seabrook’s as "a chance for some able young architect to win professional status 
and an opportunity to set up in practice."61 The job was too large for him to 
document and supervise by himself so he formed a partnership with Alan Fildes,
60 Letter by Seabrook to the Committee on winning the design competition. Held at the 
MacRobertsons Girls' High School Archive, MacRobertsons Girls’ High School, Melbourne.
61 Mary Turner Shaw, "The Century in Double Vision, 1934 * A Year in the Life o f  Victoria, 
(Melbourne: 1984) p. 44.
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which lasted until 1955. Seabrook and Fildes subsequently continued to work in 
association with Godfrey and Spowers.
Further examples of Seabrook's modernism can be seen in a number of fire stations 
he designed in Melbourne. By 1937 Seabrook's father was president of the 
Metropolitan Fire Board and his brother was ascending its rungs. Brunswick Fire 
Station with its adjoining Firemen's' Flats was the first of twelve fire stations his 
practice would design in Melbourne [Ills. 82-84], Four of these were designed as 
modernist projects.
BUILT FORM OF THE BUILDING 
Site Planning
The original design for the school was described as a sylvan setting but this had 
altered by 1954.62 Finding a suitable site was a problem that had to be resolved 
before the announcement of the competition. MacPherson Robertson donated some 
land adjacent to Albert Park, South Melbourne, located in Roy Street (now 
Kingsway) Albert Park, at South Yarra.63 For the school to be opened for the 
centenary there was some urgency in the commencement of construction, and it was 
started on the wrong site, on land which belonged to the Albert Park Trust. By the 
time this was discovered the school was nearly completed and an agreement was 
reached between Macpherson Robertson and the Albert Park Trust. The school
The drawings in Volume two enclosure are the only existing drawings from this period held by the 
Building Services Agency, Melbourne.
Agreement was reached between Macpherson Robertson, the Education Department and the 
school for the selection o f the Albert Park site. The state government charged Macpherson 
Robertson gift tax for the donation o f the site, which angered him.
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would remain in its location, and Macpherson Robertson would donate a further 
area of land to the trust: which would retain control of the ground surrounding the 
school. This situation continued until recently. The site was adjacent to the open 
space of Albert Park, which the school used because it had no playing space. The 
traffic on Kingsway later presented unforeseen traffic problems, and double glazing 
was installed.
Seabrook's original site planning was not well received and the MacRobertson Girls' 
High School committee asked him to submit a new plan. The assessors commented:
"The placing of the building on the site was somewhat disappointing but
was permissible in view of the open parks which surrounded the site."64
Architectural Planning
The assessors' report praised Seabrook's functional planning commenting on the 
"clever grouping of the class rooms, science rooms, art rooms and cookery rooms 
into clearly defined sections".65 Unlike some of the entries which did not meet the 
budget requirements, Seabrook's plan was one of the most economical submitted, 
and the assessors believed that it "should set a new standard in the free and scientific 
planning of school buildings in this state."66 The open plan of Seabrook's design was 
favoured by the judges, because it allowed freer access of sunlight in the winter 
months. However, the corridors, which in Seabrook's original design were open, 
were enclosed with glass walls in the final built design to provide protection from 
the winds [III. 173],
64 "Girls' High School. Design Competition," The Age, 9 December 1933.
65 Ibid.
t>6 "New Standards in School Buildings," The Argus. 8 December 1933.
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Massing
The massing of the school displays similarities with that of the Hilversum Town 
Hall. It is a complex design of interlocking rectilinear masses. The horizontality of 
the school is contrasted by the vertical element of the tall clock tower. There are 
three tall thin windows at the end of the assembly hall, and Seabrook used these to 
express the hall's great height and its dominance over the rest of the building.
It is the intersection of the horizontal planes that creates the essential interlocked 
massing. However, other possible influences on the massing are evident of the 
school. The South elevation is a similar to that of Gropius's Bauhaus at Dessau, 
1926, in the treatment of its long horizontal massing.
Whole/Details
In Seabrook's design there are many Dudok details, which are clearly derived
from the Hilversum Town Hall rather than from his schools. As a building it
presents a fine combination of Dudok details [Ills. 73-85]. Ewen Laird was not so
convinced about Seabrook’s execution of the relationship between the whole and the
details in MacRobertson Girls' High School, commenting:
"I didn’t think that they did it terribly well and when I went to Holland I did 
not think that they got the feeling in it that Dudok did."67
Recessed Entrance
The recessed entrance with its concrete cantilevered hood is one of the many 
noticeable Dudok details [Ills. 78, 79], Seabrook used this detailing on several 
entrances at the school and explained that this feature had functional and 
symbolic purpose:
67
Correspondence with Ewen Laird by C. Hardwick, March, 1991.
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’’...one of the entrances, emphasised with a deep recess and a hood 
protecting the doors and casting a deep shadow which at once marks this 
spot as the important point of the facade. ”68
Seabrook has given fine detail to the cantilevered concrete hood over the entrance 
along the side wing in a manner reminiscent of Dudok’s Hilversum Town Hall, with 
two projecting concrete beams supporting the far end of the hood [III. 78], Dudok 
used four of these beams at the main entrance and two under the hood of the garage 
entrance of the Hilversum Town Hall [III. 145].
Vertical Element
The use of a contrasting vertical element to the horizontal massing was a means
Dudok used on many of his buildings. The vertical element Seabrook used in 
MacRobertson Girls' High School was the clock tower. The clock system was 
designed by Norman Seabrook and the main clock face was a modem design.. It 
was the first electric clock system in Victoria which was generously paid for by a 
another donation by Macpherson Robertson. Seabrook incorporated vertical 
elements in his design, such as the thin vertical window providing uninterrupted 
natural lights for two storeys.
"Beginning at the tall comer window, this lights a staircase forming a means 
of access from the ground floor to the first floor."69
Furniture
It was agreed that new furniture would be supplied to the school which would be 
approved by Seabrook. The school was to be "furnished with proper taste" and it
68 Norman Seabrook, "193 5,'"Australian Home Beautiful, June 1935 p 22 
Ibid.69
314
would harmonize with the surroundings."70 
Windows
"The narrow slits of windows are stores and prep, rooms, which serve the 
four laboratories expressed by the long ranges of windows."71
The details of the windows and how they met regulations was described by
Seabrook in the schedule of Constructional Materials and Finishes.
"Windows are metal throughout, arranged with ventilating hopper in lower 
portion and with 2" of permanent ventilation in the top part of the window. 
The remainder of the window to open with horizontally pivot hung sashes all 
geared together."72
Three long vertical windows were used to bring light into the upper section of the 
school hall [111. 1 4 1 ] .  These demonstrate a similar proportion and spacing to the 
three windows used by Dudok on the Hilversum Town Hall [I I I .  2]. The well 
proportioned doors were glazed and divided into seven rectangles with a base of 
metal and a long thin metal door handle providing a vertical line against the 
horizontality of the glazed sections in the door [I II .  76],
Concrete Lintel
It was not possible for the brickwork to carry itself over these long openings, so a 
concrete lintel was used and shown in the narrow white band at the head of the
windows.
Materials
"The materials and type of construction used must be the best suited to the 
particular function of the building, so that a brick building should not look
70 Minutes of meeting of Committee o f MacRobertson Girls' High School, 17 August 1934.
71 Norman Seabrook, "1935," op. cit., p. 22.
7 Norman Seabrook, MacRobertson Girls' High School, Schedule o f Constructional Materials 
and Finishes. 16 January 1934.
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like concrete, nor a concrete building be made to look like stone."75
Seabrook stated his support for modem use of materials: "the building is brick, and 
no attempt has been made to disguise the fact".74 The external face bricks were 
narrower than standard bricks at nine inches by four inches by two inches in a buff 
yellow colour. In a similar manner to Hilversum Town Hall they were laid in 
Flemish bond with raked out joints. The floors and roof were concrete. The flat 
concrete roof extended over the whole building with the exception of the assembly 
hall, which had a pitched roof. Initially questions were raised whether a concrete 
roof would be too hot. Seabrook intended to insulate the roof to keep it as cool as 
possible. In the keeping with modernist philosophy there was the suggestion that the 
roof be used as a playground. Surprisingly, Seabrook did not agree to this. His 
objection came from the need to provide a safety railing which would therefore alter 
the aesthetics of the building.75
Colour
The colour scheme of the building was essentially the De Stijl primaries red, yellow 
and blue. These colours were also used by Dudok. As mentioned the brickwork was 
yellow, glazed bricks applied to window sills and piers were blue and the steel 
window frames red. The windows to the classroom laboratories were divided into 
three with small brick piers to economise the strength of the concrete lintel needed, 
yet to retain the impression of one large room, the piers, edge trims, and sills were
73 Norman Seabrook, "1935," op. cit., p. 22.
74 Ibid.
7' Minutes o f meeting o f the committee o f MacRobertson Girls' High School, 19 January 1934. 
Seabrook stated "that an iron railing would have to be erected and this would not "help the 
building architecturally". He considered that, in any case, it would not be safe to use the roof as a 
playground."
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built in glazed blue bricks, uniting the three windows in each laboratory. These 
bright blue glazed bricks were specially manufactured by Wunderlich and fifteen 
thousand were used in varying shapes and sizes on the school76 The metal window 
frames and door were painted vermilion. The colour scheme created interest for the 
students at the schools and projects were carried out by the students which 
reproduced the colour scheme, for example, the colours of the vermilion entrance 
doors and the bright blue brick sills [Ills. 76, 79]77
CONCLUSION
MacRobertson Girls' High School in Relation to Modernism
The building, because of its site and its history, placed modernism in public view in
Melbourne in 1934. An article in the June 1935 issue of the Australian Home
Beautiful Seabrook described the school as modem. His text and photographs
generated public discussion over the issue of modernism and dominated the
letters section for the next four issues. In the article, Seabrook explained:
"Primarily, and indeed finally, Modernism is not a fixed style. Its very 
essence if it must advance in such measure that it remains at all times the
pinnacle of thought of the moment....Modernism must be something
produced to suit our modem needs in structure and useful function.... The 
illustration of the MacRobertson Girls’ High School, demonstrates all these 
points."78
In 1935 Seabrook expressed his view of modernism:
"In architecture we see the same striving for honesty of expression to achieve 
beauty that is honest in structure and useful in function. The building must 
look like what it is , and it should be planned to give the maximum of 
perfection in the use for which it is designed, without any preconceived 
traditional bogeys dictating the form of the building."79
70 "Modernism in Brickwork," Building, August 12 1935, p. 19.
77 Palladian 1934, has an illustration of a student project of the colour scheme o f the entrance 
doors.
Norman Seabrook, "1935," op. cit., p. 22.
317
Not only Seabrook, but the Victorian State Government and the Education
Department supported the modernism of the design:
’’The whole scheme is one that is in harmony with the simple ideas of youth. 
Today no extraneous, useless decoration, economic design in plan and finish, 
and above all an attempt to build in harmony with the surrounding park and 
in beauty."80
Seabrook was a central figure in the debate about modernism in Australia
and in its adoption. He made a major contribution to architectural modernism in
Australia.
CASE STUDY 3
NEWCASTLE TECHNICAL COLLEGE
’’Some of Harry’s work for instance, the school of Mechanical Engineering 
up at Newcastle -1 did the working drawings but Harry designed it and 
every now and then he would come out and change something to get the 
Dudok look. It was all drawn on linen in those days and it was a curse 
rubbing it out and starting again. He was a very nice man and it was a 
great pity that he did not go on to become Government Architect."81
Charles Weatherbum, Architect
"This Council [Newcastle Technical Advisory Council] believes that 
the College should reflect in its teaching, equipment and accommodation, 
the most modem and efficient industrial practice."82
This case study of Newcastle Technical College, Tighes Hill, Newcastle exemplifies 
how the transference of concepts and ideas of modernism and specifically Dudok's 
occurred primarily through photographs and text in publications. It also emphasises 
the importance of educational institutions as significant modem buildings in the
79 Ibid.
Report on MacRobertson Girls’ High School, Education Department of Victoria, 1934.
Sl Paul Alan-Johnson and Susan Lome-Johnson, (eds), Architects o f the Middle Third
(Kensington, N.S.W. : School o f Architecture, University o f New South Wales) Vol 2. Interview 
with Charles Weatherbum 1994. p. 152. In an interview by C. Hardwick, Sydney, October 1996, 
Weatherbum explained his role in the Newcastle Technical College.
8: Newcastle Technical Education Advisory Council, "Report Submitted to Fourth Annual 
Meeting," 16 February, 1940. p. 2.
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1930s and 1940s and the vital role played by public sector architects. Newcastle 
Technical College had strong connections with Broken Hill Proprietary (BHP), the 
major industry in Newcastle, and as a result of this Newcastle Technical College 
exemplified the links in this instance between modernity, industry, modem 
education and modem architecture.
One of the roles of Newcastle Technical College was to meet directly the training 
needs of Newcastle's new and expanding industries in Newcastle which were 
among the most important in Australia. Many courses, such as, oxywelding were 
designed for special sections of local industry. BHP played an influential role. It had 
given considerable funding to the Technical College for specific building costs and 
for purchase of equipment, on the understanding that the Technical College would 
provide the appropriate training for their employees. The Newcastle Morning, Herald 
commented in 1954:
"In 1936, Newcastle enjoyed a period, in the provision of facilities for 
technical education at least, which if it occurred on the same scale to-day,
1 could only be described as a frenzy of Government spending."83
This "frenzy of Government spending” refers to the three buildings discussed in this 
case study: the Sir Edgeworth David Science Block, the Mechanical Engineering 
Building [III. 139], and the Trades Classroom Block [III. 140], The Sir Edgeworth 
David Science Block was designed in 1935. Construction commenced in 1936 and it 
was the first of the three to be opened in 1938.84 In January 1938 tenders were 
called. The builder R. Seed tendered successfully for this building and subsequently
83 Leo Butler "Technical College Half Finished," Newcastle Morning Herald and Miner's Advocate 
16 August, 1954.
84 Sir Edgeworth David was Emeritus Professor of Geology at the University of Sydney and before 
that he was N S W. Government Geologist.
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for the other two. For the H.G. Darling Building, - the Mechanical Engineering 
Building was designed in 1937 and opened in 1938 [111. 139], and the Trades 
Classroom Block, designed 1939 was opened in 1942 [111. 140].85 When the Trades 
Classroom Block was finally "officially" opened in 1955, it was called the Clegg 
Trades Building. All three buildings were named after prominent people in 
Newcastle: the geologist Sir Edgeworth David, for his research into Maitland-Greta 
coal measures; H.G. Darling, BHP Chairman of Directors; and W.E. Clegg,
Chairman o f the Technical Education Advisory Council.
ARCHITECT: HARRYREMBERT
The architect for these buildings was the Department of Public Works, N.S.W., 
Government Architects Branch. Cobden Parkes, the Government architect, signed 
the drawings for this project and also undertook a public relations role, visiting 
Newcastle for site visits and attending certain committee meetings. The designer of 
the three buildings was Edward Henry (Harry) Rembert. There were obvious 
parallels between Remberfs career and Dudok's. Like Dudok, Rembert was reluctant 
to write or take part in public discussions on architecture.86 Each spent a long part o f 
his career in the service of the public. Rembert joined the Department o f Public 
Works in August 1926. His significant period of design spans from 1930 to 1947. In 
1947 he was appointed Senior Designing Architect, becoming responsible for the 
design work of the entire office. From 1936 to 1947, Rembert was responsible for,
85 The working drawings were signed by Cobden Parkes in February 1940.
86 Peter Webber, "E.H. Rembert" Architecture Australia, January 1985, p. 53. Rembert did write a 
report for the Government Architect's Branch of the Public Works Department after his overseas 
visit in 1955. Report on Architectural Investigations Overseas (Sydney: N S W. Public Works 
Department, September 1955, typescript report) in which he gave his opinions about architecture 
he had visited in a number of European countries, including the Netherlands. The report was 
extensively illustrated with black and white photographs.
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among other work, three major public complexes: Newcastle Technical
College, Sydney Technical College, Building P - The George Hoskins Building
[Ills. 151-155]: and the Ward Blocks of St. Margaret's Hospital, Sydney. Peter
Webber commented about this period of his work:
"His work during this period appeared to be little influenced by any of 
the more significant of his Australian contemporaries; he was however 
strongly and obviously influenced by the work of Willem Dudok..."87
During Rembert's European investigation trip in 1955 he visited Holland for the first 
time and recorded his impressions in his report. He was very impressed with the 
functional design of the Van Nelle Factory at Rotterdam, designed by Van de Vlugt 
and completed 1930. He regarded Dudok as a pioneer of modem architecture in 
Holland. He recorded in his report:
"Two Dutch architects have been awarded the Royal Gold Medal by the 
Royal Institute of British Architects, (Dr. Berlage and Dudok). These two 
architects might be regarded as being amongst leaders in the earlier stages of 
modem architecture in the period from 1920."88
Although Rembert visited current buildings in the Netherlands, which he considered
"good work", he still remained firmly convinced that the architecture of the
Netherlands reached its height with the erection of the Hilversum Town Hall
and the Van Nelle factory.
"Although, perhaps, it may be said that Holland has not held the leading 
position in the international field of architecture, since the days when Dudok 
first stamped his personality on Netherland's architecture by virtue of his 
erection of the Hilversum Town Hall and Van der Vlugt erected the "Van 
Nelle" works, undoubtedly there is much good work being carried out in this 
country."89
87 Peter Webber, op. cit., p. 53.
88 Harry Rembert, op. cit., p. 5.
89 Ibid. Rembert also noted in his report that "Dudok is still regarded among his own professional 
colleagues, as standing alone", p. 6.
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Site Planning
"While the council [Newcastle Technical Advisory Council] envisages a 
technical college that will efficiently train the executives and technicians 
required by industry and commerce, it regards the development of an 
aesthetic and cultural environment of extreme importance. From time to time 
the matter of the layout of the grounds has been before the Council, and 
the Government Architect has submitted a scheme which is now under 
consideration."90
In 1934 Rembert had prepared the development plan for Newcastle Technical 
College on a twenty two acre site which fronted Maitland Road at Tighes Hill 
[111. 100]. This overall site plan was accepted by the Newcastle Technical Advisory 
Council in 1936 and half of it was built within six years [111. 94], There was a lapse 
in building after this first frenzy and no major work commenced at Tighes Hill 
between 1942 and 1954:
"In order to obtain the best possible results, Council desired the services 
of a consulting architect to confer with the Government Architect 
regarding the cost of building, adequacy for its purpose, natural and 
artificial lighting, ventilation, reasonable maintenance etc." 91
Sydney architects Henry E. Budden and Nicholas Mackey were appointed as
consulting architects. They reviewed the scheme and commented very favourably on
it. It has been suggested that Budden and Mackey made a considerable contribution
to the design of the three buildings:
"The Edgeworth David, Darling and Clegg buildings are perhaps the 
best examples of inter-war stripped classical architecture in the city.
Budden and Mackey, who collaborated with the Government Architect 
in site and building planning, were key practitioners of the style...' 92
However, no evidence has come to light to confirm that Budden and Mackey
contributed to their design.93 Their initial approval of the design was favourable and
90 Newcastle Technical Education Advisory Council, "Report Submitted to Second Annual 
Meeting," 21 January, 1938, p. 3.
91 Ibid.
q: Les Reedman, Architect "TAFE College Maitland Road, Tighes Hill, Newcastle". Report 
-typewritten n.d. c. 1990, pp. 1-2.
Mackey had travelled to Europe in the mid-1920s and he may have also visited Dudok's
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they were involved in consultation on the site planning. Frank Costello, employed by 
Budden and Mackey from 1936 to 1939, had been highly impressed with Dudok's 
architecture when he visited Hilversum, and had also specialised in town planning. 
He would have no doubt contributed his support to Rembert's planning.
It was a formal, symmetrical site plan [111. 100 ]. The Science Building was located 
in the centre, set back considerably from Maitland Road. Webber has suggested that 
its location reflected the central position of Science in technical education.94 Long 
rectangular blocks were on either side. At the front of the site on each side were, 
respectively, the Art and Architecture Building, and the Women's Section. Opposite 
the Science Building on either side were the Electrical Engineering Building and the 
Mechanical Engineering Building. At the rear of the Science Building and separated 
from it by a formal garden was the semi-circular Trades Classroom Building, which 
formed an enclosure to the overall site plan. The garden layout was formal, with 
geometrically shaped garden beds surrounded by pathways. The layout of the 
grounds had been planned in conjunction with all the proposed buildings, and by 
1938 substantial roadworks, formation of pathways and plantings were carried out 
for the whole site.
architecture in Hilversum. See Alan Buckland, "The Work o f Nicholas Mackey o f the Firm o f  
Budden and Mackey," Fourth year research essay, Power Institute o f Fine Arts, University of  
Sydney, 1973, p. 1.
M Peter Webber, E.H. Rembert: The Life and Work o f  the Sydney Architect (Sydney: University o f  
Sydney, 1982), p. 29.
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Architectural Planning
Sir Edgeworth David Science Block
The Sir Edgeworth David Science Block had a formal symmetrical plan, typical of 
large educational institutions of the period [III. 98], The large work areas were not 
designed to provide maximum natural light for students, nor did the building 
incorporate the idea of courtyards to provide light into workshop areas, as did later 
buildings at Newcastle Technical College.
Mechanical Engineering Building
The planning of the Mechanical Engineering building was somewhat freer than the 
Science building [Ills. 97, 99], This building was designed for classes in Mechanical 
and Civil Engineering. It had an asymmetrical plan with an unusual focus, a 
delightful central rectangular courtyard, which was arcaded at both ends [III. 96], 
The inclusion of an open courtyard within the building was an element of which 
Dudok would surely have approved. The main part of the building was three 
storeyed and an additional storey in part of the building contained two laboratories 
and a boiler room. The drawing offices were spacious with indirect lighting.
Trades Classroom Building
The Trades Classroom Building was a significant example of a modem education 
building [III. 6,140], It consisted of classrooms, drawing offices and workshops for 
all the trades taught at the college: fitting and machining, toolmaking, oxy welding, 
founding and pattemmaking; and was a fíne example of functionalism. The form of 
the building was designed to enhance the interaction between the different courses,
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with the Workshop buildings linked to the large curved main building [1 1 1 . 95], The 
radius of the semicircular plan is thirty three metres (one hundred and ten feet). The 
workshops radiate from a corridor at the rear to give them convenient access to each 
other and to the classrooms. Under the front portion a basement two and metres 
(seven feet) high was provided for storing bicycles.
Massing
The effect of the massing of both the Edgeworth Science Building and the 
Mechanical Engineering building is one of solidity. These buildings are visually 
heavy and firmly grounded. Webber drew a parallel between the massing of the 
David Edgeworth Building and Dudok's MUL Handelsonderwijs school in 
Hilversum of 1920.95
The Trades Classroom Block presents a more developed massing with its large 
curved form. It diminishes in height and levels from the centre where it has three 
storeys, decreasing to two storeys, and a single storey at each end [III. 6],
Whole/Details
Within these essentially solid buildings Rembert developed many delightful details, 
which were altered when he felt that the design could be improved. The pages of 
Wendingen provided the source for these inspirations,96 such as the many fíne brick 
details. In the Edgeworth David Science Building spandrel panels are composed of 
diagonally laid bricks; a feature which was repeated in the later buildings at
95 Peter Webber, "E. H. Rembert," op. cit., p. 58.
96 Interview with Charles Weatherbum, by C. Hardwick, Sydney, October, 1996.
325
Newcastle, for example the Chandler Building. It was also a feature of Rembert's 
design for the Boot Trade Building Sydney Technical College [III. 154], The clock 
tower in this instance is a departure from the customary mode of the time in 
Australia they were usually presented as a vertical element positioned 
asymmetrically to contrast with the horizontal massing, but this tower was 
symmetrical and squat. The Mechanical Engineering Building has ornamental 
bronze railings which are similar in detail to those at Dudok’s 1925 Jan van der 
Hayden school at Hilversum. For example, the tall thin window to the main stair has 
a decorative bronze railing in a geometric design in the Dudok manner [Ills.
120,121 ]. Tall thin windows were also a feature of Rembert's design for the Boot 
Trade Building at Sydney Technical College [III. 155].
Materials
Bricks
The whole complex at Newcastle Technical College is a testament to Rembert's 
successful handling of a sensitive design in brick and of the development of brick 
details [Ills. 119-121]. Originally, in the buildings a special narrow brick was used. 
The Trades Classroom Building was completely faced with local bricks of a light 
brown buff colour reduced in depth from seventy-six millimetres (three inches) to 
sixty-two millimetres (two and a half inches). A variation of Flemish bond was used 
throughout, with two stretchers and a header, with the headers in alternate courses 
over each other. However, because of corrosion of the steel, the steel and concrete 
lintels were later replaced in sections of the crescent building.97 This made new
97 The pollution from the steel works also caused corrosion the original window frames
approximately ten years after the building was completed. Interview with Norm Neil, TAFE 
Historian, by C. Hardwick, Sydney, February 1997.
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brickwork necessary for these areas, and normal bricks of seventy-six millimetres 
(three inch) bricks replaced the narrower bricks. The window frames and sashes, as 
mentioned, were bronze.
Colour
In this group of educational buildings the use of Dudok colour is not as significant as 
it was in other buildings, and in particular in other educational buildings of this 
period. The influence in this instance came through Rembert's knowledge of 
Dudok's work from reproductions he had seen. These, as has been pointed out, were 
essentially black and white. The absence of colour suggests that the direct 
experience of Dudok's colours had not occurred; hence in this case, colour was not 
used as a contrast or a highlighter, but in the choice of a different colour brick for 
each building. The colours blend well together and present a harmonious site. The 
Science Building was red brick, the Mechanical Engineering Building a reddish 
brown, and the Trades Classroom Block was a light buff colour, also described as 
yellow. The railing to the windows in a modem decorative bronze work also made a 
contribution to this subtle colour scheme, the interiors presented a more typical 
1930s colour scheme: light green and cream with contrasting timber.
CONCLUSION
Newcastle Technical College In Relation To Other Large Educational Institutions 
Of The Same Period
The obvious comparison to Newcastle Technical College is Sydney Technical 
College. Whereas Sydney Technical College had used buildings on its site at Ultimo 
for educational purposes since the 1880s, Newcastle Technical College at Tighes
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Hill was a new site. At both these sites Rembert designed buildings which are 
significant examples of modem architecture: Building P.- the Hoskins Building at 
Sydney and the Trades Classroom Block at Newcastle. One of Rembert's modem 
window details: the comer windows with the glass continuing around the comer was 
used in Building P at Sydney Technical College, and was an early example of 
non-domestic Australian architecture [III. 152],
Webber described the Trades Classroom Block as "one of the earliest works in 
Australia to draw so heavily and so successfully upon the vocabulary of forms and 
details of the Dutch master".98 Rembert certainly had a great admiration of Dudok's 
architecture and regarded him as a pioneer of modem architecture in Holland. 
However, the crescent form of the main section of the Trades Classroom Building 
displayed a likeness to the long curved plan, and choice of brick of Adelaide Boys' 
High School, which was designed in 1940. However, Newcastle displays a more 
accomplished massing, particularly in the way Rembert resolved the decreasing 
heights and the curved form.
Brian Mowbray, an architect who had worked in the New South Wales Department 
of Public Works, claimed that his interest in Dudok came about from his time in that 
department and from a book on Dudok which was always being referred to there: "I 
had an interest in Dudok because the Design Room had a great book of Dudok's over 
which they were always poring."99
"By this time Rembert was recognised as the leading designer in the
98 Peter Webber, "E.H. Rembert," op. cit., p. 58.
99 Interview with Brian Mowbray, July 1994, in Paul AJan-Johnson and Susan Lome-Johnson 
(eds ), op. cit., Vol. 2, p. 98. In an interview with C. Hardwick, Sydney, October 1996,
Mowbray also related the occurrence o f the Dudok book and its use as a source.
office; he was busy with major projects but had the responsibility of 
supervising other design work in the office. The design of the school was 
developed in consultation with Remberl, who customarily would prepare 
rough sketches and overlays to guide the development of many projects 
currently on the drawing boards in the office.'’"
The importance of the Science Building and the Mechanical Engineering Building 
lies predominantly in the detailing of the brickwork and fenestration. Newcastle 
Technical College presented a site which was well planned. Ii could be argued that 
its importance is as a whole site with a complex of Rembert designed brick modern 
buildings and that these three buildings at Newcastle Technical College form an 
important complex of modern educational buildings.
CONCLUSION
The three case studies have demonstrated how modernism was brought to Australia 
through the influence of the Dutch architect Willem M. Dudok. The first one, the 
George Laird House Geelong, Victoria, demonstrated how this was achieved 
primarily by Ewen Laird's travel to Hilversum in the early 1930s. The George Laird 
house is a significant example of modern architecture in Australia. The second case 
study, MacRobertson Girls' High School in Melbourne, illustrated the importance
not only of travel to Hilversum but also Duuok influenced architectural work in
London, in particular the practice of Sir John Burnet, Tait and Lome, where 
Seabrook worked from 1931 to late 1932. This important connection with modern 
English architecture was exemplified by Seabrook's architecture. The third case 
study, The Science Building, the Mechanical Engineering Building and the Trades 
Classroom Building at Newcastle Technical College, New South Wales,
100 Interview with Mowbray by C. Hardwick op. cit.
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demonstrated the effect of text and photographs, in particular those appearing in the 
Dutch journal Wenciingen.
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CHAPTER EIGHT 
CONCLUSION
This thesis has examined the manner in which Australian architects came to know about 
Dudok and his role in the dissemination and transference of concepts about modem 
architecture in Australia It has established that Australian architects came to know 
about Dudok and modem architecture through the following vehicles: text and 
photographs in Australian and overseas architectural and popular cultural journals; 
travel to Hilversum; travel to the United Kingdom and professional experience there; 
informal discussion among architects and architectural students; exhibitions; and 
awards. It has been demonstrated that the most significant of these many and diverse 
means was overseas travel to Europe.
Favourable response to Dudok's architecture made Hilversum in Holland an essential 
place to visit for Australian architects’ tours to the Continent. At Hilversum they visited 
his buildings to inspect, draw, sketch and photograph them. Architects such as Ewen 
Laird from Geelong and Harold Smith from Sydney made extensive and descriptive 
notes in their diaries about Dudok's buildings at Hilversum. In particular, the Hilversum 
Town Hall was visited by travelling Australian architects.
A group especially important to the dissemination of modernism was the travelling 
scholarship holders. The recipients of the NSW Board of Architects Australian 
Medallion and Travelling Scholarship were required to submit regular reports and these
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were published in Architecture, thus spreading the word about Dudok to others.
The period when Australian architects spent time in the United Kingdom was an 
important era in Australian architectural history, though its results were not palpable on 
Australian soil until their return to Australia and the recovery of the economy. As a 
direct result of their experience in the United Kingdom, Australian architects formed a 
relationship with the Architectural Association, London, and in many cases were 
introduced to modem architecture through its extensive lecture and exhibitions 
programme. Dudok was one such architect who had been invited to lecture there and 
about whose work was exhibited by the Architectural Association. Pivotal also was the 
contact established with English architects. The practices, some of whose buildings 
demonstrated a clear connection to Dudok’s architecture, such as Sir John Burnet, Tait 
and Lome, proved to be an important source of influence. For many Australian 
architects it was while they were in the United Kingdom that they were first introduced 
to Dudok.
In the spreading of Dudok's architecture via the photograph, a far greater emphasis was 
given to the exterior than the interior since in the journals, the majority of the 
photographs of his architecture were of the exterior. One exception to this was 
Wend ingen, which published detailed photographs of the interiors.1 As far as can be 
ascertained from reports and diaries, Australian architects mainly looked at and 
recorded the exteriors of buildings on their tour of Hilversum.
i Wendingen, Vol. 8, 1927, no. 2. The whole issue was on Dudok and interior design for which 
Dudok wrote the introduction.
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Architectural journals, both in Australia and overseas, published photographs of 
Dudok's buildings. Local popular Australian journals were the base for wide ranging 
discussion about modernism and especially about whether it was suitable for Australian 
conditions. One important instance of their influence occurred when issues of 
Wendingen, entirely devoted to Dudok's architecture, were highly effectual on the 
design work done by the Public Works Department of New South Wales.
It is evident that from the means by which Dudok’s buildings became known in 
Australia, that the building characteristics and details which were transferred and 
transformed in their dissemination were those which were associated with the exterior: 
the massing, the materials, colour and details.
Formal architectural education in Australia, which at this period was based on the 
Beaux-Arts model, did not furnish a direct means through which architectural students 
could learn about modernism and Dudok. Research for this thesis has established that 
architectural students during the 1930s and 1940s reacted against teaching based on 
historical models, and they expressed an eagerness to know about modernism. During 
the informal discussions that took place amongst architectural students modernism and 
Dudok were certainly discussed. The formal and the informal discussions which took 
place at the Architectural Atelier at the University of Melbourne were presumably 
contributing factors to a strong development of modernism in Melbourne and Victoria, 
arguably one which took place earlier than in the other states.
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This thesis has examined the significance and extent of Dudok's influence on Australian 
architecture within the context of modernism, and has established the importance of 
those buildings he influenced.
Dudok's architecture exhibited a number of accomplished details that were widely 
emulated. The solid massing, ground hugging appearance of his modem architecture 
was an important characteristic which distinguished it from other modem buildings 
which adopted a light, skeletal, above-the-ground structure. In some of Dudok's 
buildings the interlocking of the massing was critical to the composition of the 
architecture. The massing of Dudok's building, particularly the solidity of cuboid 
massing, was adopted by Australian architects. However, the complexity of the 
interlocking of the Hilversum Town Hall was adopted in Australia only in few 
examples.
A design element which Dudok often employed was a contrasting vertical element to a 
predominantly horizontal mass. In his schools this could be in the form of a tower, 
establishing a visual point of reference within the community. This was one of the 
formal elements which was enthusiastically taken up in Australia. In many cases the 
vertical element was a comer tower, frequently having a function as a stairwell.
Concrete technology, including reinforced concrete, had had innovative and widespread 
use in Australia from the late nineteenth century. In those modem buildings which
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exhibited an influence of Dudok it was used predominantly for structural purposes. It 
was present in a visible form when it was employed for cantilevered hoods over 
recessed doorways in many buildings. Brick was a common building material in 
Australia before the 1930s when it became the modem material, replacing masonry. 
Australian architects were familiar with it. However, they chose to use it in a modem 
manner. One of Dudok's brick details that Australian architects frequently adopted was 
the raked out joint, used to emphasise the horizontality of the building. This was 
perceived by Australian architects to be modem. Specially manufactured, narrow bricks 
were a further feature used to emphasise horizontality. Dudok's buildings were 
predominantly low rise and those exhibiting his influence in Australia were similarly so. 
Brick was a material which suited the scale of these buildings and Australian architects 
recognised this.
This thesis has demonstrated that Dudok details common to many buildings constructed 
during the study period included: the recessed entrance, the cantilevered hood over 
entrances, the horizontal window band divided into a number of segments, the narrow 
glazed brick pier separating the windows, the porthole window, raked out joints and the 
use of narrow bricks. Some modem buildings incorporated a number of these details in 
their design.
Colour was an important element of Dudok's architecture. Since colour photography 
was not During this period there was no colour photography. Thus to 'memorize' the
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colours Australian architects wrote about them and sketched them using colour media. 
The red, blue and yellow de Stijl colour scheme of Dudok's architecture was vigorously 
taken up by Australian architects. Yellow face bricks were selected for many projects. 
Blue was often used to highlight building elements such as fenestration details -blue 
glazed bricks for window sills and the piers between windows. Red was appointed to 
colour the steel window frames. This can be evidenced by Norman Seabrook's use of 
colour- the bright blue glazed bricks for the sills and piers, and the vermilion window 
mullions in MacRobertson Girls' High School, and Edward Billson's Sanitarium Food 
Factory at Warburton in Victoria. Dudok described architecture as being about "mass 
and colour"2 and it was those aspects of his architecture that Australian architects 
adopted most enthusiastically.
As further evidence of the wide extent of the significance of Dudok there was a 
diverse range of building types where his influence was clear: public buildings; 
educational buildings, town halls, defence buildings associated with World War II, 
commercial buildings such as factories and hotels, and domestic architecture. Examples 
of buildings which demonstrated an influence of Dudok were located in the capital 
cities and also in regional centres. All this demonstrates that Dudok's influence was 
both widespread, diverse and pervasive.
2 Willem Dudok, "A. A. General Meeting," The Architectural Association Journal, June 1934, p. 9.
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Educational buildings were a particularly important group of modem buildings. Their 
construction demonstrated the support for modernism by governments who wished to 
implement the idea of a modem education conducted within modem buildings. 
Significant among these were MacRobertson Girls’ High School, Melbourne; Newcastle 
Technical College, Newcastle; Adelaide Boys' High School, Adelaide; and Sydney 
Technical College. In the realm of domestic architecture, the George Laird House at 
Geelong of 1935 was an example where the influence of Dudok was both present and 
acknowledged by the architect.
In this thesis not only have the architects who practised modernism been identified but 
it has been demonstrated that there were indeed many Australian architectural practices 
in the period of the 1930s to the 1950s whose buildings displayed an understanding of 
Dudok's architecture. Additionally this thesis has established the prominence of public 
sector architects as practitioners of modernism. In their work Dudok’s influence is 
clearly evident, including, in New South Wales, Harry Rembert, Senior Designing 
Architect and later Assistant Government Architect, Frank Scorer, City Architect, 
Newcastle Municipal Council, in Queensland, Frank Costello, Brisbane City Architect, 
in Tasmania, S.W.T. Blythe, Design Architect, Tasmanian Public Works Department, 
in Victoria, Percy Everett of the Victorian Public Works Department and in Western 
Australia, Gordon Finn of that state's Public Works Department.
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Dudok’s influence was also evident in the leading modernist private architectural 
practices of this period. This clearly manifested itself in the work of a number of 
Australian architects: in New South Wales, Eric Andrew, Kaad and Lipson; in South 
Australia, Edward Fitzgerald; in Western Australia, John Fitzhardinge and Harold 
Krantz; and in Victoria, Geoffrey Mewton and Roy Grounds, Norman Seabrook and 
Alan Fildes, Peck and Kempter, Leith and Bartlett, and Buchan and Laird. This last 
grouping reflects Victoria's significance in Australian architectural modernism between 
1930 and the mid-1950s, especially in the early 1930s.
By drawing on the example of Dudok, this thesis has demonstrated that certain aspects 
of the development of modem ideals and form in Australian architecture, 1930-1955, 
had direct antecedents in Willem M Dudok's expression of European modernism. While 
other European and American modem architects were influential on the architecture of 
the period, this thesis has established the specific pervasiveness of Dudok's influence. 
The significance not only of Dudok's ideas and forms, but also of their means of 
transference, deepens our understanding of the history of Australian architecture of the
twentieth century.
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